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PREFACE TO THE FIRST EDITION. 


The very deep interest \Fhich tlio European Publin 
Lave of late evinced with regard to my humble labors 
towards the revival of Hindu Music, has created in me a 
desire to present to them a collection of all that have ever 
been written on the subject by the Oriental Scholars of 
Europe, together with my own comments on their views 
and on those of our ancient Sanscrit musical writers. 

The whole will consist of two parts : The first part 
contains extracts from almost all the eminent works 
on Hindu Music extant in the English language. 

It is therefore hoped that the present collection, not- 
withstanding its short-comings, will be received with 
indulgence by those interested in the subject. Should 
this hope be realized, I purpose soon to publish the 
second part which will contain a dissertation on our 
ancient Sanscrit musical works and a criticism on the 
different views taken by the European writers on Hindu 
Music, together with further collections if available. 

All the extracts bear the name of the works from 
which they have been taken. With regard to one taken 
from the ** Ain-i-Akbari," a valuable translation of which 
has lately been published by H. Blochmann, Esq., M. a., 
I have only to add that ray best acknowledgments are 
due to that learned gentleman for his kind permission 
to make use of his work. 

SOURINDRO MOIIUN TAGORE. 

CALCUTTA, 

rATHURlAGHATA, 

27ie 2Sth J an uar^, 1875. 




PREFACE TO THE SECOND EDITION. 


The increasing interest which has of late been evinced 
by the Public in the Music of India, has led me to bring 
out a second edition of this work. I have incorporated 
with this a further collection of the views of foreign 
writers on Hindu Music, which has been placed in the 
second part. As I have already published a Dissertation 
on Indian Music under the designation of “ Six Principal 
Bdgas of the Hindus,*’ I have thought it unnecessary to 
give in this work my own views on the subject, such as I 
had promised to do, while bringing out the first edition. 

My acknowledgments are due to the learned writers, 
extracts from whose works form the subject of Part II. 

SOURINDRO MOHUN TAGORE. 

CALCUTTA, ^ 

rATHUIlIAGnATA RAJBATI, C 

20^/4 October 1882. S 
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TREATISE 

ON 

THE MUSIC OF HINHOOSTAN, 

COMPRISING A DETAIL OF 

The Ancient Theory 


AND 

MODERN PRACTICE. 


The Bimilarity of the music of Egypt and Greece to that of this 
country has Vieeii traced and pointed out : harmony and melody have 
been comjnired : and time nt>ticed. The varieties of song liave been 
enumerated, and the character of each detailed : a brief account of 
f\e princi|»al musicians suj>eradded, and the work concluded with a 
short alphabetical glossary of the most useful musical terms. 


The man that hath no music in himself, 

Nor is not moved with concord of sweet sounds, 

Is fit for treasons . — ShakesjKars Merchant of Venice* 


BY 


CAPTAIN N. AUGUSTUS WILLARD, 

Commandhig in the Seniee of 11 . II- the Xataib of Banda. 





TO 

LADY W. C. BENTINCK, 

d*C dfC^dkc. 


Madam, 

The illustrious statesman, our present Cover \or-Geneeal, to 

whom the administration of the affairs of India is entrusted, has done 
so much for the good of the country at large, and for the benefit 
of my countrymen in particular, that I consider myself, though not 
individually benefited by them, as bound to acknowledge them. The 
sentiments of gratitude conveyed in a private letter are only known 
to the parties concerned, or if recorded in a newspaper, arc but of 
ephemeral existence, and 1 have, therefore, taken this method of expressing 
my humble sentiments towards His Lordship ; and from your Ladyships 
relation to Lord W. C. Bekti.vck, j’ou will, I entertain no 

doubt, feel an equal degree of satisfaction, when convinced of 
the real sentiments of one of a community whon) he has laid under such 
important obligations. 

With respect to yourself, Madam, I have only to observe, that 
it was chiefly with the view of being enabled to dedicate the work 

to your Ladyship, that it has boon so abruptly and almost prematurely 

introduced to public view, in this season of public depression through 
the recent failures. 

With my heartfelt acknowledgments fur the very condescending and 
handsome manner in which your L:idyship has been pleased to accede to 
my request, that you would permit mo the honor of dedicating the work 
to your Ladyship. 

I beg to subscribe myself, with all respect, 

Madam, 

Tour Ladyship's very obedient, and much obliged humble servant, 


N. A. WILLARD. 
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GLOSSARY 

OP 

THE MOST USEFUL MUSICAL TERMS. 


B. 

Bishnoopud. A species of Hindu divine songs, p. 106. 

Bugeed, Bur. A species of song, vide curca, p. 107. 

Bum. The bass end of a drum. 

Bunsee or Banslee. A flute. 

Byree, Byrum, f. An enemy. Crishnu^s flute, the Pupee- 
ha, and some other birds are thus designated by the females 
of Hindustan, as being the enemies to their repose. 

C. 

Charbyt. Songs in the Oordu, comprising four couplets, 
p. 107. 

Chhund. A sort of ancient songs, chiefly in the Sungscrit, 

p. 101. 

Chutoorung. Songs consisting of four strains in different 
styles. 1, Kheal ; 2, Turana ; 3, Surgum ; 4, Tirmit, p. 106. 

Cool. A sort of songs, p. 107, 

Curtar, castanets made of wood, ivory, Ac. 

Cymbals and Castanets. Jhaujh, Muujeera, Curtar, Ac. 

D. 

Dadra. Original songs of Boondelkhuud and Bhughelkhund, 
p. 107. 

Gholkee. A sort of dinim. 

Dlioon, from a souinl. It is used in contradistinction to 
Rag and Raginee : any piece of melody not strictly in con- 
formity with the established melody is thus characterised. 
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OLOSSAtlT. 


Dhoorpud. A species of song on the ancient fashion. It is 
not generally understood or relished^ and its use seems to 
be about to be superseded by lighter compositions, as Tup- 
pa, p. 101. 

Drums are of various sorts, the chief of them are Nukara, 
Mridung, Tubla, and Dholkee. For their construction, &c., 
see the Chapter on l^Iusical Instruments, p. 90. 

F. 

Flageolet. Ulghozub. 

Flute. Baiisulee or Bunsce. The famous instrument played 
upon by the god Krishnu. It is seldom used, and there are 
few tolerable performers on it now. 

G. 

Gamut. The native term for this is Surgum. 

Geet. A species of ancient songs, chiefly in Sungserit, p. 101. 

Ghuzel. Persian lyric poetry, and in imitation of it, those in 
Oordu, p. IOC. 

Gramstliau. The first or lowest note of an octave is called 
gram^ and is in some measure equivalent to our key note. 
The extent of Hindu music being limited to three 
octaves, the notes of the I'*v;o.^t octave are said to belong to 
Khurtij, or mundar gram^ and the sounds supposed to pro- 
ceed from the umbilical region, which is its gramsthan ; 
those of the middle octave, to muddhum gram, and arc sup- 
posed to proceed from the throat immediately : and the 
notes of the highest octave are btdieved to have their origin 
iu some of the cavities of the scull or brain, and thcuco 
denominated larooh gram. 

Griha. The key note. 

Grunth. Native treatises on music. 

Guitar. See Eubab, Sitar, &c. 
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H. 

Holee; or Horee. A species of song, p. 103. 

I. 

Instruments (Musical). These are divided into four classes : 
1, Tut 2, « Bitut 3, " Ghun and 4, Sooghur/' For 
a description of these, vide the Chapter on musical instru- 
ments, p. 90. 

J. 

Jhanjb. Largo cymbals. 

Jut. A species of song, p. 105. 

K. 

Khadoo. A Rag or Raginec, which comprises in its course 
only six soors or notes. 

Kheal. A species of songs, p. 102. 

L. 

Letters and Syllables, unpropitious. 

The following eight letters are reckoned unpropitious, and 
should not begin any piec of Hindu poetry or song, v/ 2 ., 
Words consisting of three letters or 
syllables, (which is the same in Xagrce,) of the following 
sorts, are believed to be equally unlucky ; 1. Those which 
have the middle syllable long, and the first and third short, 
and are called “ Jugun^^^ as ; 2. Those which have 

the two first syllables short, and the last long, denominated 
“ Sukun,’* as ; 3. A short syllable between two 

long onc.s, ** Rukun^* as ; 4. Tithin' the two first 

long and the last short, as 

M. 

Moorchhuna. A term expressive of the full extent of the 
Hindu scale of music, and as this extends to three 
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octavesi there are consequently twenty-one Moorchbunas, 
having distinct names. A Moorchhuna differs from a aoor 
in this respect, that, there are twenty-one of the former 
and only seven of the latter, so that every aoor has the 
same name whether it belong to the lowest, middle, or 
highest octave ; whereas every individual sound through the 
whole range of three octaves has a distinct name when it is 
considered as Moorchhuna, by which way of naming them 
the octave of any particular sound has a distinct appella- 
tive. A Khadoo Rag for instance, q. v., extends to six soors 
or notes ; but it may comprehend within its compass seven, 
or eight, or more Moorchhuuas, according to the number 
of notes which are repeated in another octave. 

Mridung. A sort of drum, appropriately used to accompany 
Dhoorpuds, and other solemn species of music. 

Munjeera. Little cymbals used to mark the time. 

Muqamat Farsee. Persian music. These are said to have 
their origin from the prophets, whilst others ascribe them, 
as well as the invention of musical instruments, to philoso- 
phers. Although the Muqamat Farsee are originally of 
Persia, yet as they are now known in this country, it 
seems necessary to say a few words respecting them. The 
natives of Persia, like those of Hindustan, reckon their 
ancient music as comprising of twelve chisses or Muqams, 
each of which has belonging to it two Shobuhs and four 
Goshuhs. The Muqams being generally considered equi- 
valent to the Rags of Hindustan, the Shobuhs being 
esteemed their Raginees, and the Goshuhs their Putras 
and Bharjyas. 

The annexed table exhibits all the Muqams and Sbobuh^ and 
thirty of the Goshuhs, the rest being unknown. 



GLOSSAHT. 


NameioJ Moqantat. 


Shohuh. 


RdhaTee, .. 
Hoosynee, .. 

Bast, 

Hijas, 

Doozoorg, . . 
Oochuk, .. 

Iraq 

Isrubon or Isfuhang 

^UVRy •• 

Oosbshaq 

Zungooluh, 

Boosttloek,.. 


Nourozi Urub, .. 

consists of 6 notes, . 
Nourozi UJum, . . 

0 notes, 

Doogah, 


2 notes, 

Moohyycr, 

8 notes, 

MootunifTc, 

8 notes, some say 9. , 

Punjgah, 

5 notes, 

Sigah, 

3 notes, 

Hisar, 

8 notes, some say 10 
Hoomayoon, 

4 notes, 

Noohiut, 

8 notes, 

Rukb, 

3 notes, 

Tyateo 

5 notes, 
fMookkalif, 

\ or 

tRoooIraq, •• 

5 notes, , . 

Bfugbloob, .. 

8 notes, 

Tubrooz 

5 notes, 

Nu8bax)oonik, . . 

6 notes, 

Nourozi Kbara, . . 

5 notes, 

Habvur, .. •« 

6 notes, 

ZalKul, 

3 notes, 

Ouj, 

8 notes, 

Cbargab, 

4 notes, 

Gbizol, 

f) notes, 

Usbeunu), . •• • 

10 notes. 

Bubo, •, 

& notes, 


Goshtik. 


fiubarc nisbat 
Ghureeb. 

Suwara. 
Ghiimzooda. 
Nubate Toork. 
Surfuraz. 

Rusta nigar. 

Nubate Coordaneea. 
NibaTunduk. 

Sxifa. 

Dilbur. 

Oujc Cumal. 

Nigar. 

Visal. 

Shuhurec. 

Usbecran. 

Ghizul. 

Turub ungcz. 

Bubro Cninal. 
Ibibro uslec. 
Etediil. 

Golistan. 

Surcer. 

Hyran. 

Jumaloe. 

Boob ufza. 

IIjTllt. 

Moatedilab. 

Muanuvcc. 

Publuvee. 
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GLOSSARY. 


Music. The science of. This in Sungserit is termed Sungeet. 
The inveetion of it is attributed to demi-gods, and amongst 
others to Narud, Sumeshwur, Hunooman, and Ooolnath. 
Several treatises were written and are in existence, but 
they are so obscure, that little benefit is to be expected 
from them to the science. 

Musicians. These are divided into classes by the Hindu 
authom, agreeably to merit and exteut of knowledge. 

I. Na^uk. He only baa a right to claim this denomination 
who has a thorough knowledge of ancient music, both 
theoretically and practically. He should be intimately 
acquainted with all the rules for vocal and instrumental 
compositions, and for dancing. Should be qualified to 
sing Geet, Chhund, Prubund, &c., to perfection, and able to 
give instruction. 

II. To this class belong those who understand merely the 
practice of music, and is subdivided into— 

1. Oundhurh. One who is acquainted with the ancient 
(Marg) Rags, as well as the modern (Desee), and 

2. Goonee, or Gooncar. He who has a knowledge of only 
the modern ones. 

III. Culavunt, GundharhSj and Gooncars^ who sing Dhoor- 

Tirmis, &c., to perfection, go by this appellation. 

IV. Quvval, excels in singing Qoul, Turana, Kheal, Ac. 
y. Dharee, sings Curca, Ac. 

VI. Pundit. This term literally signifies a Doc. Mus., and 
is applied to those who profess to teach the theory of music, 
and do not engage in its practice. 

(Culavunt and Quvval are modem terms.) 

N. 

Nucta. A species of song, sung in Boondelkhund, Ac., p, 107 
Nuqaruh. A sort of large drum played upon w*ith sticks. 
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It is one of the instruments of tho Noubut Ehanuh. 

Nuy : Literally a reed, Persian. A Mahomedan musical 
instrument. 

O. 

Oodoo. A Rag or Raginee which consists of only five notes. 
Oopuj. An ad libitum passage. 

Oorohee. Descending scale. 

Ootpunuu. Origin (of sounds). 

P. 


Palna. Cradle hymns, p. 107. 

Prubund. A species of ancient songs, p. 101. 


Qoul 

Qulbana 


Q. 

I Species of song, p. 107. 

R. 


Rag. A Hindu tune, p. 61 et scq. 

Ragsagur. A species of composition, p. 103. 

Rekhtah. Poetry in the tongue called Rekhtah, set to music, 

p. 106. 

Ritoo. Seasons. Tho poets and musicians of Hindustan 
divide their year into six seasons, and one of these is 
allotted to each Rag, with his Ragiuees, Pootras, and Bhar* 
jyas. The seasons are : 

Busunt, "1 fcow fChyt'and Bysakh. 

Greeshmu, I .5 :5 | Jeth and Usarh. 

Burkha, y o J Sravun and Bhadru. 

Burnt, I I" ^ 1 Ashwin and Cartic. 

Hem, o ^ j Ughun and Poos. 

Shishir, J ^^Magh and Phalgoon. 

The Rags allotted to the seasons ai-e 

Bhyrou Surut. 

Walcous Shishir. 

Hindol ... ... ... ... Busunt. 

Deepuc ... Greeshmu. 

Sree ... ,,, Hem. 

Megh Burkha. 
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Rohee. Ascending scale. 

Rubab. A guitar strung with gut strings. 

It is a Mahomedan instrument^ and particularly liked by the 
Puthans. 

S. 

Sarungee. The Hindustanee hddle, a modern invention. 

Seasons, vide Ritoo. 

Sitar. An instrument of the Guitar species, invented by 
Umeer Khosrow of Delhi. 

Sohla. A species of song, p. 107. 

Soor. A sound, the key-note, and the octave alt of the Khuraj . 

Soor-bhurna. To produce a sound from the throat, generally 
meant to sound the key-note. 

Srooti. The chromatic scale of the Hindus, consisting of 
the sub-divisions of the seven notes of the gamut into 
twenty-two parts. 

T. 

Tal. Time or measure of melody 

Thoomrec. One of the more modern species of song, p. 103. 

Time. Tfil. 

Tirwut and Turana. Modern compositions ; the style said to 
be invented by Umeer Khosrow, p. 106. 

Treatise on music is called a gruuth. 

Tubla. Small drums. These are used two at a lime, one 
played upon with each hand ; the right is used for the 
treble (Zeer) and the left for the bass (Bumb). It is of 
modem invention. 

Tumboora. A stringed instrument used to prolong the key- 
note, and 611 up pauses in song. 

Tuppa. One of the very modern species of song brought to 
perfection by the late Shorec of Lukbnow, p. 103. 
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V. 

Veen. The most ancient, extensive, and complicated musical 
instrument of Hindustan. Its invention is attributed to 
the Mooni Narud. 

Z. 

Zeer. The treble end of a drum. 

Zicree. A species of song originally of Goojrat, introduced 
into Hindustan by Qazee Muhmood, p. 107. 




PREFACE 


By music miuds an equal temper know, 

Nor swell too high nor sink too low ; 

Warriors she fires with animated sounds, 

Pours balms into the bleeding lover’s wounds. — Fofe. 


Poets themselves must fall, like those they sung, 

Deaf the praised ear, and mute the tuneful tongue. — P ope. 


A gtntral view of the plan and contents of the icork. 

A TBEATiSB ou the Music of Hindooetan is a desi- 
deratum which has not yet been supplied. Although 
several eniineut Orieutallsts have endeavoured to pene- 
trate this elegant branch of Indian science, scarcely any 
port of it has been elucidated or rendered familiar to 
Europeans. It is this chasm which I have endeavour- 
ed to fill 3 how far I have succeeded in an undertaking 
so difficult (for reasons which shall presently appear), 
it is for the public to determine. 

It is impossible to convey an aoenrate idea of music 
by words or written language ; that is, the various de- 
grees of aonteness or gravity of sounds, together with 
the precise quantity of the duration of each, cannot bo 
oppressed by common language, so as to be of any use 



o 


PREFACE. 


to performers, and as the musical characters now iu use, 
which aloue cau express music iu the manner tliat 
could be desired, is a modern invention, of course all 
attempts to define music anterior to the iuveutiou of 
this elegant aud concise method must have necessarily 
proved abortive. 

How far the ancient philosophers of this country ad- 
vanced towards the perfection of this science will ap- 
pear in the course of this work ; but as they were some- 
thing similar to the awkward attempts made in Europe 
previous to the invention of the system now in use, they 
were insufficient for practice. The musical scale, invent- 
ed by Magister Franco, and the time table, were both 
known here, and it only required a trifling degree of 
ingenuity to connect the one with the other, so that 
one individual character might instantly express both. 
This step was wanting, and it is this which has ren- 
dered all their treatises on music an unintelligible and 
almost useless jargon. 

During the earlier ages of Hiudoostan, music was 
cultivated by philosophers aud men emiuout for polite 
literature, for whom such general directions aud rules 
for composition sufficed, after a course of musical edu- 
cation acquired from living tutors ; indeed, the abhor- 
rence of innovation, and veneration for the established 
national music, which was firmly believed to be of divine 
origin, precluded the necessity of any other ; but when, 
from the theory of music, a defection took place of its 
practice, and men of learning confined themselves ex- 
clusively to the former, while the latter branch was 
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abftndoued entirely to the illiterate, all attempts to 
elucidate music from rules laid down in books, a science 
incapable of explanation by mere words, became idle. 
This is the reason why even so able and eminent an 
Orientalist as Sir William Jones has failed. Books alone 
are insufficient for this purpose — we must endeavour 
to procure solutions from living professors, of whom 
there are several, although grossly illiterate. This me- 
thod, although very laborious, and even precarious, 
seems to be the only one by which any advance can be 
made in so abstruse an undertaking. Should the pub- 
lic consider this work as at all conducive to the end to 
which it achieves to aspire, it is the intention of the 
author to lay before them specimens of original Rags 
and Raginees, set to music, accompanied with short 
notices, which will serve to elucidate the facts advanced 
in this volume. 

The causes which induced a defection of the theory 
from the practice of music in Hindoostan will be deve- 
loped in the course of the work, and it is sufficient here 
to notice that such a defection has actually taken place, 
and that a search for one versed both in the theory and 
practice of Indian music would perhaps prove as fruit- 
less as that after the philosopher’s stone. The simili- 
tude will hold still further if we take tho trouble to 
second our search with duo caution, for there are many 
reputed Kemiagurs iu this country, all of whom prove 
themselves to possess no more knowledge of the auri- 
ferous art, than tho reader can himself possibly be pos- 
sessed of. 
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A taste for the classics is imbibed bj us from our 
school education. No philologer will, I bclievei deny that 
impressions contracted in early infancy, or tender age, 
will, if possible, be effaced with the greatest dlfhculty. 

It is therefore hard for us to divest ourselves of the 
idea that whatever is of Greek or Egyptian origin must 
be deserving of respect and imitation. The near connec- 
tion between poetry and music should not be forgotten. 
To the antiquarian such researches afford a two-fold 
interest. From this source should bo derived that ve- 
neration for ancient music which all classical scholars 
entertain, and for which several have laboured. 

The similitude between the music of the classical na- 
tions and that of Hiudoostau has never, I believe, been 
traced, and the following labour will, I presume to hope, 
be productive of some fruit. 

There is no doubt that harmony is a refinement on 
melody; but much modern music, divested of the har- 
mony which accompanies it, presents to us its blank 
nudity, and want of that beauty which warranted the 
expression ** and most adorned when adorned the 
least” Although I am myself very fond of harmony, 
and it cannot but be acknowledged that it is a very sub- 
lime stretch of the human mind, the reasoning on 
harmony wijl perhaps convince the reader that harmony 
is more conducive to cover the nakedness, than shew 
the fertility, of genius. Indeed, perhaps all the most 
beautiful successions of tones which constitute agreeable 
melody are exhausted, aud this is the reason of the 
poorness of our modern melody, and the abundant use 
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of iiarmonyi which howevof »n % gWHl 
peosatoa by ita iiovcUy. At iho aftiiMr ttiD0, wc if® con- 
strained to allow that harmony ta uoihiug but art, wbicb 
can never charm equally with nature. Enthuaiaatie 
melody can be produced by an illiterate mind, but 
tolerable harinotiy always supposes previous study/' — a 
plain indication that the former is naturaJ» the latter 
artihcinl. 

To bo convinced that foreign music, such as we have 
not been accustomed to, is always repugnant to our taste, 
till habit reconcile us to it, wc need only refer to the 
sentiments of the several travellers who have recorded 
their particular feelings on hearing the music of nations 
with whom they have had but little intercourse. Eu- 
rope, the boast of civilization, will likewise throw an addi- 
tional weight into the balance of impartiality when tho 
music or science of those nations is concerned who are 
designated semi-barbarous by her proud sous. It should 
be a question likewise whether they have witnessed the 
performance of those who were reputed to excel in so 
difficult a practice. 

If a native of India were to visit Europe, and who 
having never had opportunities of hearing music in its 
utmost perfection — who liad never witnessed an opera, 
or a concert, directed by an able musician, but had mere- 
ly heard blind beggars, and itiucraut scrapers, such as 
frequent inns and taverns — were to assert that tlio mu- 
sic of Europe was execrable, it would perhaps never have 
occurred to his hearer that ho had heard only such 
musio as ho would himself designate by tho same title, 
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and? the poor traveller’s want of taste would perhaps be 
the first and uppermost idea that would present itself. 
But when we possess the contrary testimonies of two 
enlightened travellers with respect to the same 
subject, surely we may have reason to appear some* 
what sceptical. On the opinions given by Europeans 
on the music of Hiudoostan, I shall produce an ex* 
ample. 

Dr. Griffiths, in his Travels in Europe, Asia Minor, 
and Arabia, 1805, page 115, says, — There are amongst 
the Turks some who affect a taste for music ; but they 
understand not ‘ the concord of sweet sounds,’ nor com* 
prebend, according to our system, a single principle of 
musical composition. An ill-shaped guitar, with several 
wires, always out of tune, — a narrow wooden case, 
upon which are fastened two catgut strings, — a tarn* 
bourine of leather, instead of parchment, ornamented 
with many small plates of brass, which jingle most 
discordantly, — and a sort of flute, made without any 
regard to the just proportion of distance between the 
apertures, constitute the principal instruments of these 
virtuosi : yet it is extremely common to see, amongst 
the lowest orders, performers on the guitar, which they 
continue for hours to torment with a monotony tho 
most detestable.” 

In a note on this paragraph, the Doctor says,— These 
ideas Were committed to paper many years ago : I have 
since seen Mr. Dallaway’s interesting remarks upon tho 
music of the Turks, which I shall transcribe ; and only 
observe, that however correct may be their theory, their 
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execution has always appeared to me (aud I Lad many 
occasions of attending to it) so far beneath mediocrity, 
as to merit no kind of comparison with any other music 
or musical performers. From the division of the semi- 
tones into minor tones, Mr. D. says, results that Bweei- 
7i€S8 of. melody by which they are so much delighted, 
and which leads them to disparage the greater liarmony 
of European music; — but Turkish judgment only 
can give way to a preference so preposterous ; nor can 
it bo supposed that performers, who play merely from 
memoi'y^ aud reject notes^ can acquire any eminence in 
the difficult science of music.’’ Mr. Dallaway says, — 
They are guided by strict rules of composition accord- 
ing to their own musical theory.” 

I have quoted this passage not as the only or most 
appropriate example, but because it first occurred to me, 
aud the similarity between the Turkish, as described by 
Dr. G. aud Mr. D., and the Indian music, appeared to 
me to be sufficiently close to warrant its insertion in this 
place. • 

From the censure passed by Dr. G. on musicians 
playing from memory, it should appear, that it did not 
occur to him that all ancient musicians of Egypt, Greece, 
aud Rome, lived in an age much prior to that of the 
monk of Arezzo, who is supposed to be the inventor of 
the modem musical characters, and must consequently 
have played from memory, notwithstanding which they 
are celebrated to have acquired eminence. In more 
modern times we have had several bright examples in 
men who were either bom blind, or were deprived of 
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sight in early iiifaucj^ and constantly played from 
memory, who became great musicians and composers. 
In fact, several eminent men have been of opinion that 
the study of music was to be chiefly recommended to 
blind persons. Sauuderson, the algebraist, became blind 
in his infancy, and Milton was so when he composed 
his divine poem, which shews what men are capable of 
doing from memorj'. 

On the acquisition of India to the Europeans, it was 
generally believed to have been in a semi-barbarous state. 
The generous attempts made by Sir William Jones 
and Dr. Gilchrist, together with the elegant acquire- 
ments of Mr. H. H. Wilson, have proved it to be an 
inexhaustible mine, pregnant with the most luxuriant 
ores of litemture. Several French authors have like- 
wise contributed to the more intimate acquaintance of 
the Europeans with Eastern learning. 

The poetry of a nation is almost universally sought 
after by the traveller and the curious, and it is seldom 
considered by him that its music deserves a thought ; 
while it should be remembered, that poetry and music 
have always illustrated and assisted each other, parti- 
cularly in Hindoostan, where both are subservient to 
religion, and where the ablest performers of music were 
Munies and Jogees, a set of men reputed for sanctity, 
and whose devout aspirations were continually poured 
forth in measured numbers and varied tone. 

Every scrap of Egyptian and Qreoiau mnsto is Irem^ 
sured up as a relic of antiquity, how despicable soever 
its merits might be, 1 at least have uot dtsoenuustit 
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sufficient to comprehend the beauties of the Greek air 
inserted in the Flutist’s Journal, No. G, page 123, and 
many other pieces of equal merit, ^ which I could point 
out, were I inclined to criticise. 

That Indian imisic, although in general possessing in* 
trinsic claim to beauty in melody, is seldom sought after, 
will be, I presume, allowed ; but why ? I .shall venture 
to say, because possession cloys. We think it in our 
power to obtain it whenever we please, and therefore 
we never strive for it ; bnt may we never, never become a 
nation so lost and forgotten as the ancient Egyptaius 
and Greeks, whose music can only be gleaned from 
some imperfect accounts in their writings, although it 
would enhance the value of the music of this country. 

I am how’ever convinced, for reasons given above, that 
an endeavour to comprehend the ancient music of Hiii- 
doostau would not prove so easy an uiulertakiug as one 
would be iuclined to promise himself it would. 

I have endeavoured to notice the similarity which 
appears to me to exi.st between the music of HiuJoostau 
and that of tiie otlr two ancient nations — how far my 
conjectures have been correct, it remains with the learn- 
ed to decide. Should my labours prove successful in any 
one instance, 1 shall feel happy to have contilbutod 
even in so small a degree to the development of a science 
so intimately connected with the hth’t /rffrr's, and which 
respects a country acting so conspicuous a part ou the 
theatre of the modern WitI I. 

Egypt, Greece and Home are the only ancient 
c^uintries whicli liie Kuifpean scholar is tauglit to 
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revereiico as having been civilized and eulightened — all 
the rest he is to consider as barbarous. India is not 
generally thought of, as deserving of any npproxiinity in 
rank ; but the acuteness of some has even led them to 
doubt, whether this country was not in a state of civiliza- 
tion even before the most ancient of those three ; nay, 
whether this was not the parent country — the root of 
civilization. If a graft from the parent tree, having 
found better soil, has flourished more luxuriantly, arc 
we to despise the root which gave it birth 1 In Indi.a, to 
this day, superstition and idolatry prevail : so did they 
in Egypt, Greece, and Rome ; and if the truths of the 
gospel w^ere not to have been announced to the world 
for two thousand years longer, we should have found 
the same things prevailing in Europe. India has be- 
sides suffered the persecutions of illiberal Mahomedan 
princes, who were equally superstitious ; and although 
desirous of eradicating idolatry (the falsity of which 
they never thought of demonstrating but with the 
sword), and were thus far certainly iconoclasts, surely 
were no eucouragors to the improvement of sciences. 
So that all the philosophy and learning of the Hindoos 
consist ill the knowledge of their most ancient writings. 
If it should appear that in those times they had advanced 
more towards the perfection of music than did the 
classical nations, it scorns to mo sufficient to authorise 
their bearing the palm, at least in this branch of 
science. 

The theory and practice of music, as far as it is now 
known and practised in Hindoostaii, I hope I have 
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Buccccded iu describing. A knowledge of what might be 
wanting here, I presume will be found on inquiry very 
difficult to obtain but I hope some one more able 

♦ “ Had the Indian empire continued in full energy for the 
last two thousand years, religion would, no doubt, have given 
pennanence to systems of music invented, as tlie Hindoos 
l>elieve, by their gods, and adapted to mystical poetry : but 
such have been the revolutions of llicir government since the 
lime of Alexander although the Sanscrit books have pre- 
served the theory of their musical compositions, the practice 
of it seems wholly lost (as all the Panclit,^ and Rajahs confess) 
iu Gonr and Afagadhay or the provinces (*f Bengal and Behar. 
AVhcu I first read the songs of Jagad^ vety who has prefixed to 
each of them the name of the mode in which it was anciently 
sung, I had hopes of procuring the original music : but the 
Pandits of the south referred me to those of the west, and the 
Brahmans of the west would have sent me to those of tlie 
north ; while they, I mean those of Nepal and Cashmir, declar- 
ed that they had no ancient music, but imagined that the 
notes of the GUagovlnda must exi*?!, if anywhere, iu one of the 
southern provinces, where the poet was born : from all this, I 
collect, that the art which flourished in India many centuries 
ago, has faded for want of due culture, though some scanty 
remnants of it may, perhaps, be preserved in the pastoral 
roundelays of Mathura on the loves and sports of the Indian 
Apollo.”— BWiaw Jones, iv/, /, IP*. 

Sir William Jones, it seems, confined his search to that 
pbeeuix, a learned Bandit, who might likewise W a musician ; 
but, I believe, such a person does not exist in Iliudoostan for 
reasons which shall be hereafter noticed. 
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and persevering will supply the delioioncies, and rostoro 
the original music of thus country to its primitive state. 
Many branches of Indian science and literature liave been 
revived by zealous Orientalists, and it seems not quite 
clear why its music has been so much neglected. 

I have not confined nn'self to the details in books, 
but have also consulted the most famous performers, 
both Hindoos and Mussuhn.ans, the first Veenkars in 
India, tlie more export musicians of Ltickm^w, and 
Hukeem Sulamut Ulee Khan of Benares, who has writ- 
ten a treatise on music. 

The reader vrill not tind this work a translation of 
any of the existing treatises on music, Imt an original 
work, comprehending tlie system of llindoostnnee mnsic 
according to the ancient theory, noticing as much of 
it as is confirmed by the practice of the present day. I 
have endeavoured, likewise, throughout the work, to 
assign the motives for several peculiarities in Hindoo 
music and manners, f n- wdiich none has been hitherto 
assigned, such as the confining their llagiiiees to parti- 
cular seasons of the year and time of duy ami night : 
the difference between the lyric poetry of several 
nations of Asia, sung in this country ; some ancient 
customs now become wholly or partly obsolete, and 
practices now out of fashion, or rendered useless in con- 
sequence of the security afforded by the British (Jo- 
Ternrnent. 

In the definition of tlie term liaq, ' I have taken 
the liljcrty to differ from Ur. Gilchrist and Sir William 
Joiics j the motives for niticii will, I hope, appear 
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Hufficiently cogont huve warranted the presumption. 
Some reasoning on liaimony and melody will likewise 
he found, wliicdi I hope will not ho unacceptable ; hut 
on impartial consideration found to possess some weight. 
The itnmcnsc variety in time noticed in the original 
treatises, a groat many of which are still practi.sed, lias 
led me to discuss tliis subject more largely than I should 
have done, had its number not been so limited in 
Kuropean practice, and the subject not appeared so 
important. ^ AH the species of composition have been 
noticed, with a short sketch of the distinguish ing charac- 
ters of each ; and a brief account of the principal mu 
sicians, from the most ancient to the present time. 
siiperaJdcd, 
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The verse of Chaucer is not harmonious to iia : they who live with 
him, thought it muBical.— Dryden. 

Mmir. Ju powev on the human mittfl. That of Ilintloostan, 
The optnion of the Xatives with nspcct to their ancle jit rnusi- 
dans, IIow a knowkthge of it mail/ be acquired. Xotgme* 
rallp liked hj Europeans, lUarons as^n^Jncd for this, 
tire opinion with regard to its lawfulness. Musical instrxi- 
inents, delation of music to poefrg considered. Progress ff 
vxusic in lUndoostan. The manner of life xchieh should he 
led to insure tniincnce in this sclcnf'c. Cause (f its depravifw. 
Date of its decline. The similarity which the music of this 
country seems to bear to that of Egypt and Greece. IFow a 
hwwkdgc of the music »/ liindoostan might conduce to a re- 
rival of that of those countries. Comparisons (fend. n7<»> 
ther the nativ(S (f Greece or liindoostan had made greater 
qn'ogrcss in music. Comparisons decide in faeor cf the latter. 

All arts and sciences have undoubtedly hatl very trivial atol 
ol>scuro beginnings, and the accounts given l)y hisou-ians of 
tlieir inventors are generally to be con.sidejvd as falmbni^ ; 
for they certainly are the gradual provluetions of several, 
WTOught up into a system after the lapse (>f e ^j-idorable 
time, and iho contirination of a variety of exp- rinunts. 
Nature is always gradual in her produetknis, and the length 
i*f time rt(piired to bring any thing to peifoeti *:i is in pro- 
portn»n to the quality of that thing. The stately bur tree 
takes ages to develope it.s luajefity, while the insigniheant 
luusiirooiu springs up ii\ a few horn's. With the human 
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mind, it is obserred to be the s«ame lU} with other prodiictioiis 
of nature ; time and culture improve it, and the more the 
adventitious circumstances surrounding it are favorable, the 
more it flourishes. 

“ The invention of great arts and sciences have amongst 
all nations of antiquity been attributed to deities or men 
actuated by divine inspiration, except by the Hebrews, the 
only nation upon earth who had the knowledge of the true 
God. Indeed, there is an awe with which men of great minds, 
particularly such as exercise them for the benefit of mankind, 
inspire us, that it is no wonder they were regarded by the 
ancients as beings of a superior order.” Men of limited 
command have it not in their power to diflfuse their benevo- 
lence to an extensive circle ; but when princes, or great 
statesmen and able generals, condescend to employ their 
leisure in works which are conducive to the benefit, or allevia- 
tion of the cares, of society, they evince the natural goodness 
of their hearts, they gain the particular esteem of the i^coi>le 
over whom they exercise control, and are regarded as men of 
a sujjei ior order. 

All philologers are agreed, that music is anterior to lan- 
guage. Dr. Hurney* says, "Vocal music is of such high 
antiquity, that its origin seems to Lave been coeval with 
mankind ; at least the lengthened tunes of pleasure and pain, 
of joy and affection, must long Lave preceded every other 
language, and music. The voice of passion wants but few 
articulations, and must have been nearly the same in all 
human creatures, diflfering only in gravity or acuteness accord- 
ing to age, sex, and organization, till the invention of words 

•General History 1’ Music irotii tbe curliest ages to the present period, 
vol. i, p. 404. 
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by particular convention^ in different societies^ weakened, and 
by degrees rendered it unintelligible. The primitive and 
instinctive language, or cry of nature, is still retained by 
animals, and uuiver.sally understood ; while our artificial 
tongues arc known only to the small part of the globe, where, 
after being learned with great pains, they are spoken. ‘ We 
talk of love, and of hatred,* says M. de Voltaire, * in general 
terms, without being able to express the diflfererit degrees of 
those passions. It is the same w^ith respect to pain and 
pleasure, of which there are such innumerable S2)ecies. The 
shades and gradations of volition, repugnance or compulsion, 
are ecpially indi.stiuct want of colors.* This censure should, 
however, be confined to written language ; for though a word 
can be accurately expressed in w’ritiug, and pronounced but 
one way, yet the difierent tones of voice that can be given to 
it in the utterance are infinite. A mere negative or affinnative 
may oven bo uttered in such a manner as to convey ideas 
diametrically opposite to the original iuiiiort of the word.’* 
From this it appears, that music, or at lejist variety in tone, is 
the soul of language, and without which no precise moaning 
can be attached to any particular word. 

• If the art of music be so natural to man that vocal 
melody is iiractiseil wherever ai’ticulute sounds are used, there 
can be little reason for deducing the idea of mu:>io from the 
whistling of winds through the reeds that grew on the river 
Kile. And indeed, when we reflect with how ca.«;y a trausi- 
tiou we may pass from the accents of speaking to diatonic 
sounds ; when we observe how early children adapt the 
language of their amiisouionts to measure and melody, how- 
ever rude ; when we consider how early and universally these 
* £ucycloi>a;dia Dritiumica, Art. Music. 
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practices take place — there is no avoiding the conclusion, that 
the idea of music is connatural to man, and implied in 
the original principles of his constitution.” The Hindoos 
attribute the invention of music to Muhadev ; but after 
making due allowances for superstition and ignorance, as 
well as for the innate pride of man, it seems unnecessary to 
argue this i^oint any farther. 

Every nation, how rude soever, has, we see, its music, and 
the degree of its refinement is in proportion to the civilization 
of its professors. She is yet in her cradle with the rude 
Indians of America, or the hideous virgins of Congo.” 
IVith the natives of Hiudoostan, she may be said long to 
have left the puerile state, though perhaps still far from 
that of puberty, her progress towards rnaturity having 
been checked, and her constitution ruined and thrown into 
decay by the overwhelming and supercilious i>ower of the 
Mahomedan government; while in Europe, and especially 
in the luxuriant soil of Italy, she sports in all the gaiety of 
youthful bloom and heavenly beauty. It is with music, as 
with painting, sculpture, statuary, architecture, and every 
other art or science, chiefly ornamental or amusing, that it 
flourishes best under steady and peaceful governments, which 
encourage them by their patronage. “ Literature, arts, and 
refinements, were encouraged more early at the courts of 
the Homan pontiffs, than in any other country ; and owing 
to that circumstance, it is, that the scale, the counterpoint, 
the best melodies, tlie dramas, religious and secular, the 
chief graces and elegances of modern music, have derived 
their origin from Italy.” 

It is a very ancient observation, that the ** greatest mas- 
ters in every profession and science always appear in the 
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same period of time and P. Bossu and Juvenal do not give 
much credit for doubting “ whether any influence of stars, 
any power of planets, or kindly aspect of the heavenly 
bodies, might not at times reach our globe, and impregnate 
some favorite race with a celestial spirit.” He also sneers 
at the assertion of the supernatural conceptions and miracu- 
lous nursings of Hercules and Alexander, Orpheus, Homer, 
and Plato, Pindar, and the founders of the Roman and Per- 
sian empires, and attributes the cause to emulation. This 
latter principle, however, cannot exist without encourage- 
ment, which is the source of all emulation. Did Ukbur 
Shah not encourage and patronize genius, Lis court would 
not have been filled with the gems ‘‘ Nouratun.” Why is 
Italy considered as the school of music ? Or why was she 
with regard to the rest of Europe what ancient Greece was 
to Romo ? 

The power of music oA the human mind has always been 
acknowledged to be very great, as well as its general ten- 
dency towards the soft and amiable passions. Polibius, 
speaking of the inhabitants of Cyncte, Plato, with his oppo- 
nent Aristotle, Theophrastus, and other ancient writers, were 
of this mind. In Arcadia, every man was required by law 
to learn music, to soften the ferocity of his manners ; 
and her admirers of Iliudoostan have not been backward iu 
their praises of it. Most natives faithfully believe that ancient 
songsters of the period, when their government flourished, 
Lad power not only over human beings, and passions, but 
also over irrational animals and inanimate and insensible 
creatures. There are professors on record to whom the 
wild beasts listened with admiration, nay at the sound of 
whose voice rocks melted and whole rivers forgot to flow. 
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1 have been assured by a credible eyc-witiiess,” says 
Sir William Jones, * ** ♦that two wild antelopes used often to 
come from the woods, to the place where a more savage 
beast, SiraJ’Ud-DouIa/i, entertained himself with concerts, and 
that they listened to the strain with an appearance of plea- 
sure, till the monster, in whose soul there was no music, 
shot one of them, to displa}' his archery ; secondly, a learned 
native of this country told me that he had frequently seen 
the more venomous aud malignant snakes leave their holes, 
upon hearing tunes on a flute, which, as he supposed, gave 
them peculiar delight ; and thirdly, an intelligent Persian, 
who repeated his story again and again, and permitted nje to 
write it down from his lips, told me, ho had more than once 
been present when a celebrated lutanist, 2Iirza Mohummud, 
surnamed Bulbul, was playing to a large company in a grove 
near Shiraz, where lie distinctly saw the nightingales trying 
to vie with the musician, sometime warbling on the trees, 
sometimes fluttering from branch to lu’anch, as if tboy wish- 
ed to approach the instrument whence the melody pro- 
ceeded, aud at length dropping on the ground in a kind of 
ecstacy, from which they were soon raised, he assured me, by 
a change of the mode.^’ 

Whatever pods or fabulists might have alleged in favor 
of music, and whatever extravagant praises the wildness of 
their heated imaginations, assisted by the dictates of a fertile 
genius, led them to pronounce, it is nevertheless certain that 
very few persons have been found in every age whoso 
apathetic bosom did not feel the glow music is wont to in- 
spire. The power of music anciently, it has been supposed, 

* On the Musical Modes of the Uinduos, written in 17^4, and since much 

larged by the President, p. 415. 
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woulil, from the agreeable suii^rise, which must have been 
occasioned by its novelty, .add much to the cfiect that could 
bo looked for in later timc.s ; indeed, some have supposed, 
it could not but bo irresistible. With regard to Oriental 
music, although it has been generally celebrated by almost 
all scholars of the East, yet it .seems to me very doubtful, 
w’hether any of those who have thus culogi.sed the siibjLct 
fully comprehended its beauties. 

The only way by which perfection in this can he attained 
is by studying the original works, and consulting the bust 
living performers, both vocal and in.struinciital ; and few per- 
sons have inclination, leisure, and opportunities sufhuit'iit for 
an undertaking in itsulf 5*0 complicated, and renduiad more 
so from the want of [»erspicut»us detinitions. indeed, without 
the assi.stance of learned natives, the search would he entiivly 
fruitless. 'J'lie thuoiy of music is so little di'Cii^scl at j-ie- 
.scid, that few even of the best perlhrniers have the hast 
knowledge of any thing bill the practical i»art, in whicli to 
their credit it must be ackuowlcdgeil they excel. The reason of 
whicli .seems to Ik», tliat most tivati.'^es on llindoO''tanee liiusic 
aro written in the manner of Tartiiii on Hann(*ny,” which 
men of erudition have lamented was not committed •• iu a 
style of greater perspicuit3\’* 

Notwithstanding what men of groat learning and taste 
have alleged in favor of Oriental music, person^ wh*>«>e autho- 
rity should be venerable, there aro many who treat it with 
derision : some that pretend to be connoisseurs, but upon 
whose judgment I .shall leave others to oiler their opinion, and 
will observe in a transient manner, that the only reasoning 
they have to allege is to remark with a smile that it i.s Hin- 
doQstancc music, and not consistent with their natural taste. 
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without satisfying us that their taste is of the most rcQued 
nature. 

There is a note in Mr. Wilson's translation of the Megha 
Duta on this passage : 

“ Not e’en the vilest, when a falling friend 

“ Solicits help it once was his to lend,” 
which I cannot help transcribing. 

The llindics have been the object of much idle pane- 
gyric, anti equally idle detraction ; some writers liave invest- 
ed them with every amiable attribute, and they have been 
deprived by others of the common virtues of Limianity. 
Amongst the excellencies denied to them, gratitude lias been 
always particularized, and there are many of the European 
residents of India, who scarcely imagine that the natives of 
the country ever beard of such a sentiment. To them, and 
to all detractors on this head, tlie above verse is a satisfac- 
tory reply ; and that no doubt of its tenor may remain, 1 add 
the literal translation of the original passage, “ Not even a 
low man, when laid hold of for support by a friend, will turn 
away his face with forgetfulness of former kindness ; Low 
therefore should the exalted act thus ?” 

If by Ilindoostanee music is meant that medley of confu- 
sion and noise which consists of drums of different sorts, ainl 
I>erhaps a fife— if the assertoin be made by such as have 
heard these only, I admit the assertoin in its full extent ; 
but if it be so asserted of all Hindoostanee music, or of all 
the beauties which it possesses or is susceptible of, I deny 
the charge. The prepossession might arise from one or 
more of the following causes : first, ignorance, in which I 
include the not having had opportunities of hearing the best 
performers ; secondly, natural prepossession against liiu- 
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doostanee music ; thirdly, inattention to its beauties from 
tho second motive or otherwise ; fourthly, incapacity of 
comprehension. It is probably not unfrequent that all these 
causes concur to produce the effect. 

It is certainly not rational in a man to praise or decry 
any thing before ho is perfectly acquainted with its various 
excellencies or imperfections. There are many things iu 
nature which might appear impossible to a superficial ob- 
server of her works — there are likewise several mechanical 
and philosophical contrivances which present a similar view 
to tho uninitiated. Who would have thought that instinct 
could lead an irrational animal so far as almost to approach 
to sense, before proper attention was paid to the various 
devices and arts employed by difterent animals ? Wlio should 
have credited the wonderful effects of gunpowder, which ob- 
tained for tho Spaniards the appellation of the “ mighty 
thunders” iu tho wars with the Incas so late as the middle 
of the fourteenth century ? That fire might be literally 
brought down from heaven was considered a miracle before 
Dr. Franklin’s time, and such a thing as the fulminating 
silver wiis not dreamed of before the invention of it by 
Brugnatclli. What surprising and stupendous eft’eets have 
of late years been produced by the action of so simple an 
agent as steam ; and to what variety of purposes has it 
been directed by the ingenuity of mau ! How it would 
have rejoiced Captaiu Savery to have beheld steam, acting 
as it were from its own impulse and consciousness, resembl- 
ing that of a reasonable being ! 

AVe can easily see how ignorance or incaimcity might lead 
a person to wrong conclusions, yet wo do not consider whe- 
ther those persons who decry Ilindoostauce music have had 
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opportunities of lic.^iriiig it to the best odvnutAgc ; wlictlicr, 
suj)posing they had, they were at the time divo.stcd of all 
prejudices against it, and were disposed to judge iinjmrtially ; 
whether they possessed the requisite capacity to compre- 
hend its beauties. 

Dr. Burney, in his prefiice to his general History of Music, 
from the earliest .ages to the present jieriod, (MDCC'LXXVl .) 
very justly observes, that “to love such iimsie as our ears 
are accustomed to is an instinct so generally subsisting in our 
nature, that it appears less wonderful it sJjmuIJ have bc'-n in 
the highest estimation at ail times, and in every place, than 
that it should hitherto never have had its progiessivc im- 
provements and revolutions.** It is jh ihaps owing to tliis 
general want of acquaintance with it, that Oriental iniisie is 
not so much esteemed as perhaps it> merit deserves. Al- 
though I have met with some Kumpean ladies who eagerly 
desired to posse.ss a copy of a llindoo.<jtanee song t»r air, yot 
it .seemed to me that tlo’v esteemed it ni‘'re a> a relic ef 
curiosity, perhai).s to be sent home, than for its intrin.sic 
worth in their eyes. 

The author of An Inquiry into the Life and Writings of 
Homer’’ very ju.stly observe.s, that ** we are born but with 
narrow capacities : our minds arc not able to master two 
sets of manners, or conquehend with facility dilhrent ways 
of life. Our company, education and circuiu-'tances make 
deep impression.s, and form u.s into a character, of which we 
can hardly dive.st ourselves afterward.s. The manners, in.»t 
only of the age and nation in which we live, l>ut of our city 
and family, stick clo.sely to us, and betray us at every turn 
when we try to dis.semble, and would pa.ss for foreigners. lu 
a similar mauuer, unless we arc perfectly well actpiuiutcd 
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with the maimers, aud customs, and mode of life prevalent 
amongst a nation, and at the very juncture of time which 
the poet describes, it is not possible to feel the effect intend* 
etl to be conveyed.*^ 

Various are the opinions which the natives entertain of 
music with regard to its lawfulness or otherwise. The Hin- 
doos are unanimous in their praises of it, and extol it as one 
of the sweetest enjoyments of life, in which the gods are 
praised with due sublimity, kings and princes have their 
benevolent and heroic actions recited in the most suitable 
nuanner, the affluent enjoy its beauties without reproach, 
the needy by its aid forget their misery, the unfortunate 
finds relief by giving vent to his sorrow in song, the lover 
pays the most gratifying compliment to his mistress, aud the 
coy maiden without a blush describes the ardour of her 
passion. 

The Moosulinan doctors, however, disagree fix>m them and 
with each other. The more severe of them prohibit the 
use of it altogether as irreligious and profane ; while others 
are somewhat more indulgent, and permit it with certuiii 
restrictions. A few, convinced of its excellence, but dreading 
tlio censure of casuists, have prudently preferred silence. 
Some have coiisiilored it as exhilirating the spirits, and 
(»thers, perhaps with more reason, declare it to be an incentive 
to the bent of the inclination, and consequently possessing 
the property of producing both good aud evil. That moral 
writer Shekh Sadee .says, 

Music is either vocal or iu.striiinental. The former is 
everywhere acknowledged to be superior to the latter. It 
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is not in the power of man to form an artificial insirumont 
so very delicate and beautiful in tone, aud possessing all 
the pliability of a truly good voice. 

When I speak of the beauties of Hiudoostanec music, 1 
would have it understood, that 1 mean its intrinsic and real 
beauties, uncircumscribed in its acceptation to any individual 
branch of it. Although nature might not perhaps have bes- 
towed sufficient ingenuity on the natives of India, which 
might enable them to rival other nations in the nicety of 
their instrument, (or what appears to me a more attribu table 
cause — a want of patronage from the distracted state of the 
country and depravity of the times, > she has, however, boon 
sufficiently indulgent to them in thch’ natural organs. The 
names of Byjoo, Nayuk Oopal, and Tansen will never bo 
forgot in the annals of Iliudoostanee music ; and time will 
show whether any of the disciples of the late Shuree will 
ever rival him. The above observation on the masical 
instruments of Hindoostan should only be applied to the 
present times, for we can ofler no opinion as to the care 
bestowed on their manufacture during the flourishing .state 
of the empire. With respect to the voice, there arc some iu 
existence whose singing does them great credit, and 1 have 
myself had the pleasure of hearing a few both males aud 
females who richly deserve this praise. 

It is allowed that ‘ some compositions contain 8eutcncc.s so 
pithy, delivered in such beautiful poetry, that they do not at 
all stand in need of music to .set them oil’ to advantage; 
while there arc sometimes such happy efuisioii.s of the 
musician’s imagination that they si>eak for them.selvcs ; to a* 
could all the fire of tlv poet or the j>ersuasioQ of the iheto- 
rctician add a single grace to those they already possess.' 
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The* natives of India arc sensible of this power of music, and 
Lave sometimes demonstrated it in their melodies, which if 
considered in a musical view are really elegant, and engage 
all our attention ; but when we come to examine the senti- 
ment which has been delivered in so delicate a strain, and 
which we fancy will be in av: >rdancc with the beauty of the 
melody, we find ourselves sadly disappointed, for they con- 
tain odd sentences awkwardly put together, I shall explain 
how this comes to pass. 

The ancient musicians of Ilindoostan were also generally 
poets and men of erudition, and sung their own compositions ; 
in fact, music and poetry have always gone hand in hand, 
and as the Egyptaiu priests, by means of their hieroglyphics, 
reserved the knowledge of their sciences exclusively to them- 
selves, so the ancient Brahmins of this count i v threatened 
with excommunication any of their tribe who should presume 
to apostatise and betray tho sacred writings or Shasters to 
any but members of the elect, whose mouths only were 
esteemed sufficiently holy to utter words so sacred ; indeed, 
the innate pride of man would induce them to keep that to 
themselves which w^os the sole cause of all the abject defer- 
ence and almost adoration paid to Brahmins by all the other 
tribes. On the other band, none of the inferior tribes could 
presume to wish to acijuire a knowledge of the sacred writ- 
ings, as it would be reckoued impious to do so. It Wiis 
thus that the ancients sung their ow'ii composition ; but in 
progress of time, and especially under the Mahomedan 
princes, when music became a distinct trade, (and all whose 
iiuag illations were fruitful for musical composition were not 
likewise blessed with talent for poetry,) the musician, relying 
on the strength of his own abilities in music, aud fancying 
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Jjimscli’ a 2 >ott of course, scorned to set mcJody to the poetry 
of others. The consequence has been what 1 have noticed 
ill the preceding paragraph ; but notwithstanding this disad- 
vantage, they have gained the palm from competitors, who 
as poets might claim superiority, whilst the melody of the 
others has preserved its rank for ages. 

The history of the world, and of the rise and decline of em- 
pires, the biography of eminent men, and the account of the 
invention and progress of arts and sciences, furnish us with 
one melancholy and common moral, that notldng sublunary 
is stable. How trivial and insignificant were the beginnings 
of nations, who in time grew powerful, and became the terror 
of their neighbours, or of the world ! How different the 
picture of their flourishing state from that of their decline 
and fall ; even to the time when men inquire of each other, 
where was Thebes, or Palibothra situated ! 

The history of music, in common with that of other arts 
and sciences, furnishes u.s with similar instruction. Its first 
origin seems to have been to convey the idea of our pa.ssious 
to others. In progress of time, when language arrived to a 
certain degree of intelligibility, its use began to be re.stricted 
to the worship of the Supreme Ileing. It was afterwards 
extended to the commemoration of great event.s, the celebra- 
tion of the praises of chieftains and heroes, and lastly to the 
alleviation of the care.s of society, in which the enumeration 
of the joys of love holds a distinguished place. In Ilindoos- 
tun, music arrived at its greatest height during the flourish- 
ing period of the native princes, just a little befiire the 
Mahomodaii conquest, and its sub.sequent depravity and 
decline since then, closed the scene with the usual cattis* 
ti’opbe. 
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iMiisic lias always been highly appreciated, especially when 
Is charms have not been prostituted to add to the allurement 
of licentious poetry. Hence it is that after it had been metho- 
dised, the greatest men in this country in ancient days 
admired it, and patronised its professors ; till in course of 
time, these liecoming liceutioiis, cast such a stigma ou the 
science, that men of honor disdained to be numbered amongst 
its professors. At present most native performers of this 
noble science arc the most immoral set of men on earth, 
ami the term is another word for all that is abominable, 
synonimoiis with that of the most abandoned and [>rofligate 
exercises under the sun. The later musicians of Greece 
and Romo were no better ; indeed the parallel will admit of 
being drawn through the whole latitude. 

The author of An Inquiry into the Life and Writings of 
Ifoiner, treating of bards of the ago of that poet, says, *• It 
was indeed no life of wealth or power, but of great ease 
and much honor. The AOl^Oi were welcome to kings 
and courts ; were nece.ssary at feasts and sacrifices ; ami 
were highly reverenced by the peoi»Ic.’’ The ancient trouba- 
dours of Proveuce were likewise all musicians.* Their sub- 
sequent depravity is well known. 

The common opini«'n in llindoostau is, that to bo a great 
musician, a man must live retired from the world like a Jogee. 
This opinion is intluciieed by a consideration of the prac- 
tices of the greatest pn»fessors of antiquity, and is not 
perhaps without some foundation. We know that some of 
the greate.st poets useil to retire to their favorite romantic and 
wildly beautiful spots, the most attracting parts of which they 

• ToUds (I los mas cav.dlcn*.^ aiulantcs Uo la ivasisiKU crau gr.uidc^ 

Tivb.uK’ic# y graJJdc^ I'iui 1. bb. iii, Don Quixote, 
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copied from uaturc, and adopted ae the foundation of their 
eucliautiug scenes. The aid the |>aiuter derives from them 
is evident. It is not onlj the poet and the painter, however, 
that such delightful places befriend, the genius of music 
likewise inhabits them, and in a special manner patronises 
her votaries there. This opinion was also common with 
the Gi^eeks, as will appear from a passage (pioted from 
Plato by Dr. Burney : “ The giiisshopper sings all summer 
without food, like those men who, dedicating themselves to 
the muses, forget the comioou concerns of life.'* 

The paucity of men of genius has been one reason for the 
estimation in which they were held. This scarcity has been 
universally acknowledged. Sir William Temple says, ** Of all 
the numbers of mankind that live within the compass of a 
thousand years, for one man that is born capable of making 
a great poet, there may be a thousand born ca]>ablo of 
making great generals, or ministers of State, as the most 
renowned in story.’* 

The musicians of this country of old, w ho adopted thi-s 
austere method of living, concerning themselves little about 
the luxuries and vanities of the w'orld, would not be bribed 
to display their talents in public as hired professoi's. No 
gifts or grants were considered by them as w^orth accepting, 
as they cared for nothing. Princes and great men of taste 
therefore found themselves under the necessity of courting 
their friendship, and of accepting the fruit of their genius as a 
favor, for which they possessed no other means of repaying 
them but with honor and kind treatment. Their tribe 
likewise screened them from all sacrilegious violence, and 
insured respect The religious sentiments of the natives, 
who considered these* i»crsonb iis voluntary exiles, who had 
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renounced the world, and dedicated themselrcs to the wor- 
ship of the gods, added some weight to the admiration they 
commanded ; and the case and independence enjoyed by such 
men would spur the desire of its acquisition in others. 

The consideration obtained by these men, in time, induced 
several of an avaricious disposition to engage as pupils, 
and after acquiring some knowledge of the art, to set up 
for theiuselvea ; but the sordidness of their views was soon 
discovered. They, however, still continued to maintain their 
ground, till the country became overstocked with professors, 
who prostituted their abilities for a mere trifle ; and lastly, 
considering themselves as ministers of pleasure, and seeing 
that it ansvrered their avaricious views, even engaged in 
other tniflic not at all honorable to a man of any profession, 
and they might have said, w’itli the Provencal minstrel of 
the 12tL and 13th century — 

1 from lovers tokens hcrir, 

1 c;Ui llow'ry chaplets weave, 
aiiiorutis belts e:ui well prepare, 

And with conrtvxaift speech deceive. 

They wci*c become like the minstrels of England in the 
regiu of Edward 11. when it was found necessary in 1315 
to restrain them by express laws. 

Musicians of real merit, however, continued to meet with 
due honor and patronage till the reign of Mohuiumiul Shah, 
who is considered the most luxurious of the stjvereigus of 
Delhi, and the splcudur of wlios© court could not be maintain- 
ed without cx[K;rt musicians. After the reign of this mouarch, 
Ids successor hud neither tranquillity nor leisure sufficient 
for such amusements, and became engage^l in sports of a 
quite dill'erent nature, replete with dismal reflections. 
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Dr. Carey, in the preface to lii» Sanscrit Orainnmr, 
Calcutta, 1820, supposes the Egyptians to have been a colony 
from India. The reasons stated by that gentleman appear 
very plausible, which may be consulted by the curious 
i\ 5 ader. Bigland, in his Letters on the Study and Use of 
Ancient and Modern History, page (57, treating on the difler- 
once of castes, says, This regulation has no where been found 
in any country of note, ancient or iiuxlern, except E^»ypt 
and India, which has caused many to suppose that the inlni- 
bitants of India were originally a colony from Egypt, or that 
the Egyptians were a colony from India.” And again, p. 
“These distinctions were sanctioned by religion, niid inter- 
woven into its very essence in Egypt as well as in India. In 
this the Egyptian priests and the Brahmans of India have 
exactly Lit the same mark, and met with equal success.'' 

Although a similarity in the music of the two countries 
would not have much weight in hazarding such an <)piniMn, 
yet, added to otlier resemblances, and to the conjectures of 
such respectable authorities, it will perhaps not be consi- 
dered out of place that I have pointed out all the confor- 
mity which ai>peared to me to subsist between the two. 

Every person who reads the history of ancient music nnisl 
be struck with the vast lalx^rious researches made in that 
branch of .science, and cannot but admire the abilities and 
patience of the authors. But it is a matter of regret that 
their labours have more generally ended in obscurity, doubt, 
and conjecture than in ascertaining the desired 
This, however, has been the case witli almost all disqmted 
points, of great antiquity, and must perhaps for ever remain 
so for want of authentic documents, which can never be 
produced by either party j for none could have existed pre- 
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vii>us to the invent ion ol‘ Icttor^, and most of Avhfit wiw fiiuco 
committed to writing has been destroyed by revolutions and 
time. There is, however, armUifi* difficulty particularly at- 
temling upon the hi.st(»ry of music. This is a science which 
addresses itself exclusively to the ear, and before the inven- 
tion of the modern method of committing an air to paper, all 
descrijition of it in books must have been vague, and liable 
to great uncertainty. The hatred of the natives of India to 
innovation has prompted them to preserve their anoieut 
practice almost inviolable, and hence perhaps if a thorough 
knowledge of Indian music i.s acoui red, and some .similarity 
be found between it and that of the nations above noticed, 
there would perhap.s be some hopes of unravelling the prac- 
tice of those celebrated countrie.s. That great part of 
ancient music i.s unintelligible is most generally allowed, and 
such a.s have ciuleavourecl to elucidate them, have for tiie 
iiio.st part made but little progre.ss fur waut of perspicuous 
defmitiou.s ainl living performers, who might assist iii deci- 
phering the theory. 

If a coiupari.son between the ancient iiiu>ic of Greece,* 
%Yiiich was piiucipally borrowed fium the Kgyjnians, ami 
that of Hindoostan, might he hazarded, it would appear that 
great similarity exists between the two. The same rythmi- 
cal mea.siirc, the same subdivision of seuiit.uios into minor 
division^’, the same noisy* method of beating time not only 

♦ Many ancient instruments were moxu'ivnwu-, auJ little use bur to 
mark the measure ; such wore the Cymlulum ;u\vl the Systrum ; and it 
was for thi.s roa.soi), nerha|is, that the cyml.iN wore called -llera by 
Tetronius. But it would oifurd us no very favourable idea of the abilities 
cif ninrleni musicians, wh(» winild acquire so miuh parade and noise in 
kccjiinii to^rcthcr. “The more time ib sitys M ^l^uls.*^cau, '■ the 
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witli the baud, but also with instruiueiits ol‘ pcivussion ; 
melody without hannouy, in its pi'cseut acceptation ; aiul 
the similarity of the eftects said to have been produced by 
the music of the two uatious. The Diatessaroii or 4tli of 
the Greeks w’as always fixed, while the intermediate sounds 
were mutable, which equally corresponds with the practice of 
liiudoostai). 

The Greeks divided their diatonic scale into two fetra- 
chords, which were exactly similar ti* each i»ther, si ut re 
ini and wi fa sol la, and the note l>eing that by whit li 
both were joined, was denominateii the conjunctive tetra- 
chord. The Sarungee or fiddle of Ilindoostan is always 
tuned in this manner, and not by Dtlis, as is the practice in 
Europe, and the Greek method is allowed to be more correct 
in intonatiou, and in some respects more simple. 

If it were inquired whether the natitui of Greece or 11 in- 
doostau proceeded further in the cultivation of music, the 
accounts we have of its slate fimongst the former, and the 
living examines at jiresent found in the latter, aided by a 
review of its flourishing state under the native princes, woiiKl 
decide in favor of Ilindoostan. The use of a flute, with 
holes to produce melodies, was only discovered during tlic 
latter .'igcs of Greece, as well as the i>erfon:uaxjce on that 

it ih iu jicricnil, bad u;\ii»ic anJ laU uiUAirlxuK htunvl im*fi 

in netxl of euch U'/u^y afrj-ihtaijcc ” liuriicy'w Ilii:t'»ry of vtA i, |i. 7i>. 

With due delvreine to mib aulLorf*, 1 t.i l•)»he^ve tl.at m. jillw.v.unvi 
6t*eiiiS to Lave >.»ccn iiiudc loi the different >t\lcs of TLe u.o.i-i* 

no'.v in use in Kuroj»e Wwuld tertaiidy U- de^y.- ilcd < f ;dl ith 
by futh un acc-iiipaiiiinent ; Imt the am ient n.Uhic on the rythn.h ;il 
pritjc-iple, in which the Kreate^t lie.iity roimiKtcd in iniiikinK XU tiu.o 
difctiiictly. The batnc train ol rc.u»oaint; wlIJ uc count for the |»i.u:t»'.*« 
of liinioobltii. 
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itifitrumont ah a aolo ; both of which existed in Hindoostan 
from time immemorial. It was the instrument on which 
Krishna played. The Greek.s did not play solo, except on the 
trumpet, till the Pythic garae.s were celebrated, when Sacadas 
of Argos i.s said to have been the first who distiDguished 
himself by playing on the flute ahne.* 

Agahuist of .Togca won the cn>wn which was proposed for 
a player upon stringed instruments w'ithout .singing. This 
was .so Lite as the 8th Pythiad, 558 B. C’., and seems to be the 
fir.st instance of such a performance. 

'The Greek scale at the time of Aristr'.vcmus cxtcn<led to 
two octaves, and was cftlle<l Systema perfectum, maximum, 
iinmutatuin.' The Veen, one of the most ancient instni- 
ments of India, and on which the Mooiii Nanul is said to 
have performed, extends to three octaves and a half. 

‘There was no instrument am'^igst the Greeks with necks 
or finger-board, so that they were not acquainted with the 
method of shortening strings iu playing, so as to produce 
diflerent souud.s ; (so their melody must therefore have been 
ctmfined to from four to ten sounds, a.s their Cithara had 
only that number of strings) while here various musical 
instruments have existed which po.sscssed these improve- 
ments, as will be shewn when I come to treat of them 
rc.spectively. They did not express the octavo of any sound 
by the same character ; these have one common name for the 
same note iu every octavo. 

‘ The dancers in Konio were called Saltatorcs from their 
fie<iueiit leaping and springing.^ This is all that is known of 
their dance ; but we have no account of their particular 
graces. ‘The dance of the Greeks was similar, and served 


* lUuuoy, vol. i, p. >- 


♦ liixi. 
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as the m(»(lt'l which tlieir conquerors, tlie Romans, adopted. 
Amongst them tiiis class of people were denominated Curetes.’ 
This description is evidently very defective, and gives ns no 
very distinct or graceful idea of this amusement amongst 
them. 

The dance, as it is now practised in Hindoostaii, is com- 
paratively of a modern date. ^lusic having been in more 
ancient times ilediaited almost solcJr to religious ]>urposcs, 
the dance was likewise practised l»y persons aetuated with 
religious zeal and warlike enthusiasm, till they were subse- 
quently prostituted by interested performers f »r tlie enter- 
tainment of the luxurious. Dances being accompanied with 
.song, and the theme of the latter being charged from pions 
hymns to love ditties, the actions (*f the one were necessarily 
conformed to the words of the other ; ami this in a short 
time could not fail, amongst so voluptuous a people as con- 
quered the degenerate sons of India, to change into that 
efTeminate and meretricious style in which it is at present. 
Indeed, the want of morals amongst its profes-soi’s of both 
sexes is the primary cause of the pre.sent derogation of tliis 
elegant science amongst the natives from its original dignity. 
If we co:i.sider, however, tins braucli of music abstractedly, 
without reverting to any tendency which it might have on 
the morals of the spectator^, it cannot but be allowed that 
they are accompanied with much grace, and the Bhav, which 
regards gesticulations e.\piv.>>sive of the poetry, )»y expert 
performer.*!, such as would not di.sgrace a stage-player. 
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JMi'Sic in Hiiuloostan is termed “ Siingcet’* from tl»e 
Sauserit, wlieuce this as well as all terms connected with 
it «aro derived. There are various triginal treatises on this 
Hcience, witli translations of s-.veral in the Iliiulec and Per- 
&ian. The most esteemed of these are the Nad[>ooran, Ragar- 
1111 vu, Siihhavinod, Ragdiiipun. and the Sungcet Durpuii, 
uinl other works in the original Sanscrit, and short ac- 
counts in the works of Ilukeem Salamut Uleo Khan, and the 
Tohfuht-ool Hind, by Mirza Khan. The native authors di- 
vide Sungeet into seven 2 >arts : — 1, Soor-udhyay, which treats 
of the seven musical tones, with their sululivisious ; 2 , Rag- 
udhyay, delincs the melody ; 3, Tul-udhyay, describes the 
measures, with the manner of beating time ; 4, Xrit-udhyay, 
regards dancing ; 5, Aurth-udhyay, expatiates on the signiti- 
catioii of the poetry sung ; G, Bhav-udhyay, coutinos itself t^* 
ex[)re.ssion and gesture ; and 7, Ilust-udhyay, instructs the 
method of performing on the several musical instruments. 

The first three of these heads are more immediately con- 
nected with my design. Something will likewise be cur- 
^^orily meutioned in the course of Iho work regarding the 5th 
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and last beads. Those I'eferring to dancing and its appro- 
priate actions, I shall leave aside, 

I shall not, however, confine nijself to the method adopted 
in the original works on this subject, but shall treat of its 
various branches in the order in which they will naturally 
present themselves. 



OF THE GAMUT. 


o9a<o«- 

Afiularn, licfbrc you touch the iiiKtruntcnt, 

To Iciirn the order of my fingering, 

I must Ix'giii with riulitnents of ;u t, 

To teach you Gamut in a briefer sort. 

ShakKipiar. 


IVfiUt it is callttl. Tfu' thr‘iva*iiVi of tK»' word. Th»' iv.hdit'i*im.s of ton($, AV- 
Sfinblancr oj thtsf of On Grtt!: ditsis O^tit io/u vf Dr. Burnt i and Mr, Mnare 
Oh th> t Hhtirmnnir rftnas, Sa„\».s vf /At sori'ti notfi. Orit/in of thtJSt. Thi 
(fUmut innnUd t->/ (ruido and It Main. Dr. Pt^auch. Sro'di. 

Tub Gamut in IlimU>o.stiinee in termed Siirguni, which 
aj)pellatioii i.s baid to be derived from the four first notes of 
the scale, as our ABC is frtuu the three first letters of 
the alphabet, or the word itself from the two with which the 
Greek letters begin. The number of tones is the same as 
in the modern music of Europe, but the 8iibdivision.s are more 
ill the manner of the ancient enharmonic genus of the 
Greeks. The diflerence in the subdivision of the tones 
which characterised the enhariuouic, consisted in the notes 
of the chromatic genus l>eing divided by the diesis or quar- 
ter tone. 

To a person versed in the modern music of EuroJx^ tlie 
subdivisions of semi-tones into minuter i>arts will appear 
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incoinpivlieusible. at li\ast iuasinuch aft to be [mvliictivc of 
any iiieJody that would be pleasing to tlie ear. I shall forbear 
to say anything on wy own authority, but shall quote a pas- 
sage which I thiuk appropriate. 

Dr. Burney, iu liis general dissertation on the music of the 
ancients, p. 43, treating of the Grecian enharmonic genus, 
has this : ‘‘ How tliis quarter tone could be managed, so as t(> 
be rendered pleasing, still remains a mjsteiy ; yet the difli- 
culty of splitting a semi-tone into two halves, or even divid- 
ing it into more minute intervals, is less, perhaps, than has 
been imagined. When it is practised by a capital singer or 
a good performer on the violin or hautbois, at a pause, how 
wide it seems ! ” 

T. Moore, in his translation of the XLIII. Ode of Anacreon, 
has the following note on these lines : 

And while the harp impassioned flings 
Tuneful rapture from the stiin^'^s. 

‘‘Barbiton, Anc. Mus. If one of their modes was a pro- 
gression by quarter tone.s, which, wo are told, was the na- 
ture of the enharmonic scale, simplicity was by no means tlic 
characteristic of their melod}' ; for this is a nicety of progres- 
sion, of which modern music is not susceptible.” 

That such subdivisions exist in Jlindoostance music is cer- 
tain, but it must be left to time, and more intimate acquaint- 
ance with the science, to determine whether it has any claim 
to the eulogium bestowed by this gentleman on the enhar- 
monic of the Greeks. 

The names of the notes are: 1, Khimij ; 2, Bikhub ; 3, 
Gundhur; 4, Muddhuni ; 5, Punchum ; 0, Dhyvut, and 7, 
Nikhad. In solfa-ing, however, the first syllabic (inly of each 
is mentioned — 8u, nt, or ri, y?/, hiu,pu. dhUj ni. The Kluiruj 
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is called on account of its being likewise denominated foor, 
or the fundamental note, bjr way of pre-eminence. 

I do not recollect that any of those who have written on 
Hindoostanee music has informed the public what system 
has been adhered to by him ; that is, which note of the Sur- 
gum has been made to correspond with which of our gamut. 
It seems to me to be a matter of some consequence to de- 
termine this point, for the benefit of those who might wish 
to take the comparison. 

As the number of notes is the same in both cases, the only 
thing to be determined is, which is to correspond to the 
first of their scale, or Khuruj. Sir William Jones makes the 
Khuruj to correspond to A ;* but in this it appears to me he 
is guided more by alphabetical arrangement of letters than 
by any connection it may have with musical arrangement. 

If the Khuruj is tuned UT or C, it seems to me to be more 
systematic, it being the key-note of the natural scale. 

The musicians of Hiudoostan never appear to have luid 
any determined pitch by which their iustimments were regu- 
lated, each person tuning his own to a certi\in height, adapt- 
ed by guess, to the power of the instrument and quality of 
the strings, the capacity of the voice intended to be accom- 
panied, and other adventitious circumstances. From this 
it may be observed that it is immaterial which note is desig- 
noted by which letter, but it seems to me more systematic 
that some such dehuition be made. 

The authors of the East, being desirous of tracing every 
thing to its source, in the want of authentic history, supply 
its place by fable. In the instance of the origin (oot-puniui) 

* Sc« hi» (ioUuuation of tho &ngoi’-board ot the Viua. 

F 
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of the gamut, they say, that the various sounds of wliich it 
is composed are derived from the natural sounds or calls of 
various animals. The Khuruj, they assert, is in imitation of 
the call of the peacock ; the Rikhuh, of the bird called pu- 
peeha ; the Gundhur, of the lowing of a sheep ; Muddhum, 
from the call of the bird named Coolung Puucbum, Kocl ; 
Dhyvut, horse ; and Nikhad, elephant. How far this opi- 
nion can be maintained, I leave the reader to determine. I 
was not aware, before I got a sight of native treatises on mu- 
sic, that the lowing of sheep, the neighing of horses, or the 
Cali of the elephant, could be construed into musical sounds. 

It will be allowed that the Hindoos have made no despi- 
cable advances in music, when it is known that they have 
seven distinct names for notes which compose their gamut. 
Guido of Arezzo in Tuscany, a monk of the order of St. Be- 
nedict, is allowed to be the inventor of the gamut as it is 
adopted in Europe, although some dispute this point. The date 
of this invention is about the year 1022. The syllables 
ascribed to him are only six in number, taken from the first 
syllables 'of the hymn of St. John Ut queont laxis ” the 
major seventh being then considered merely as a note of 
grace, and not essential to the scale ; and it was not till 
about the latter end of the sixteenth century that the lost 
$i was invented by Le Maire, a singing-master of Paris.* 


• So, ri, Ac. Three ol which BylliibloB arc, by a aitigular coucurrenoo. 
exactly, though not in the same places, with throe of those invented by 
David Modart, as a substitute for the troublesome gamut used in his time, 
and which he arrangei thus : 

BOf c€, diy ga, io, ma, ui.— Sir WiUiam Jones, vol. i, p. 426 . 
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Soliuizatiou, however, in various parts of Europe, still con- 
tinues to be performed by the tetrachord, as was the prac- 
tice in Greece, adapting only the Guidonian terms in lieu 
of the Grecian. In EnglantI, the syllable.s wi, /a, sol, la, 
only were used, so that the octave of mt, was la, till the 
eighteenth century, when the whole of the hexachord was 
introduced by Dr. Pepusch. 

The notes of an octave are divided into twenty-two minor 
subdivisions, instead of the twelve serni-tones, as is done 
with us. These are called Srootis, and each of them has a 
distinct name assigned to it, as is specified in the follow- 
ing table. 


Soors. I Comprising Srootis. 


Khuruj 

liikhnh ... 

Oundhar . 
Mvddhum 

Punchmx 

Dhyvut ... . 
Nikhad.... 


Biitrfu 

Cumodutee. 

Mundrica. 

Chhunduvutee. 

Duyavutee. 

Runjunee. 

Ructica. 

Sivoe. 

Crodhee. 

Bujjra. 

Prusaruuee. 

Preetee. 

Marjunee. 

Kshutee. 

Ricta. 

Sidpuuoe. 

Ulapunee. 

Muudutee. 

Rohinee. 

Ruminya. 

Ooggra. 

Joobhunca. 


Here it must be observed that the intervals between the 
first and second, fourth and fifth, and fifth and sixth notes 
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of the octave are divided each into four parte ; those between 

>1 

the second and third and sixth and sereuth, each into three 
parts, and those between the third and fourth, and seventh 
and eighth, which with us are reckoned semi-tones, each into 
two parts. 



OF TIME. 


Mii5iick (lu 1 hear ! 

I!ii, bn ! keep time. How sour sweet rniisick is, 
When time is broke, and no proportion kept. 

Shakaptar. 

Heroes who o’ertiroe, or die, 

Hare thoir hearts hung extremely high : 

The strings of which in battles' heat 
Against tlicir very corslets beat ; 

Keep time with their own trumpet's measure, 

And yield them most cxcessiTo pleasure. 

/V.vr. 


Thf vnrioui meoiura ustti in Europe. Difertnee b^ftertn tbehi and those 0 / 
llindoostan. Their reemblanee to the ryfAm 0 / the Qrtekt. SimHariijf bettaen 
the Qred'and Santcrif languayti. The Hebrew unmusical, like wise the Arabic. 
Melody and metre considered. TartinCs objeefiont apainst metre endeavoured 
to be controverted the dign\/ted prose in Sanscrit, and tonpues derived from 
it. Its iujwi'iority to the Oordoo. Frobable origin of the modem mHSicat 
yneasure, TartinVs dcdactien of measure from the proportionM of the octave 
and its fifths opposed to the practice of ffindoostan. ffhether the rythmical 
or the musical measure possesses gtreater advantapes. Opinion kasarded thereon,. 
Time io^ic. Characters for expressing time. Their varieties. 

Time in music signifies the measure by which the melody 
is regulated, and without which there is no music. The 
importance of this branch of the science is so generally 
acknowledged, that it is superfluous to cipatiate on its 
merits. I shall not here insist on the different measures 
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iu Eiiropeau practice, as it must be un«lerstoocl by all who 
have any knowledge of music, aud to those who are not iui* 
tiated iu that science, it is not my object to enter into any 
explaiiatiou. 

A great difference prevails between the music of Europe 
aud that of the Oriental nations iu respect to time, iu which 
branch it resembles more the rhythm of the Greeks, ami 
other ancient nations, than the measures peculiar to the 
modern music of Europe. To all those who are acquainted 
with the principles of ancient music it will be unnecessary to 
obseiTe, that this rhythm was no other than the poetical 
feet which formed the basis of their musical measure. 

From the certain knowledge of the rhythm of the ancients, 
and the similarity observed in the practices of the natives of 
India, Persia, and other Oriental countries, it inclines one to 
the opinion that the rhythmical measure is the lawful off- 
spring of nature, found in all parts of the world, which 
existed much prior to the birth of her younger sister, the 
modern musical measure. 

Much has been said by writers against the use of rhythm, 
as it confines the melody to certain measures ; but I question, 
whether there cau be any melody without restrictions of that 
nature, be that the ancient rhythmical, or the present musi- 
cal, measure. When the great variety of poetical feet in tho 
Greek and Sanscrit languages, as well as in those derived 
from the latter, is taken into consideration, it seems doubt- 
ful, whether the one would not even allow more variety than 
the other. The Hebrew is acknowledged to be a harsh lan- 
guage, and unfavourable to music, from the paucity of vowels 
and abundance of consonante ; the same is likewise applicable 
to the Arabic : the Sanscrit lias sixteen vowels, aud the 
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language i» sonorous beyond a doubt. This should perhaps 
be one reason for its being particularly adapted for music. 

On the contrary, authors have not been wanting who 
have defended it, perhaps with more zeal than the subject 
would freely admit. Amongst others, Isaac Vossius is of 
opinion, that “ since the discontinuance of the use of rhythm, 
and the adoption of the modern musical measure, musicians 
have lost that power over the passions which the ancients 
are said to have posse-ssed.’* 1 mention this fact only in a 
transient manner, and leave it on his authority for the de- 
cision of others ; but I must confess, that I can by no 
means agree with him, when he ascribes this power to rhythm 
unassisted by melody. 

Sir William Jones* seems to liave more reasonably as- 
signevi the cause of the power of the aucieut musicians. His 
words are,*‘ It is in this view only that we must consiiler the 
masic of the ancient Greeks, or attempt to account for its 
amazing eftecta which we find related by the greatf.^t histori- 
ans and philosophers ; it was wholly passionate or descriptive, 
and so closely united to poetry, that it never obstructed, but 
always increased, its influence ; whereas our boasted harmony, 
with all its fine accords and uuxuerous parts, paints nothing, 
expresses nothing, says nothing to the heart, and consequently 
can only give more or less pleasure to oue of our senses ; and 
no reasonable man will seriously prefer a transitory pleasure, 
which must soon end in satiety, or even in di.sgiLst, to a delight 
of the soul, being always interesting, always transporting.** 
However, to give all the merit to melody, ami deny that rythm 
has any share in aiding the cllects produced by molcniy in 

• Ksiiay on the Arts commonly calltHi imitative, inserted in hl» ivorkii, 
vol. iv, p. 
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exciting the passions, cannot be consonant to sound reason- 
ing, ns the very idea of ibe necessity of some sort of measure 
by which the melody might be regulated is repugnant to it. 
How different would epic poetry sound if written in the 
measure peculiar to anacreontic odes, or vice vend / Metro 
is allowed to have this efiect in poetry, and why not in 
music ? It is very well known that a mere transposition of 
key, without a change in the time, has very little power on 
the spirits of the hearer. 

It has been also alleged in defence of rythm, that *^a 
melody of even very ordinary merit, in which the time is 
distinctly and accurately marked, is more capable of plca‘*iiig 
and giving satisfaction generally than a more Hcientihc and 
laboured composition that is deficient in this respect/’ Many 
of our songs will j)rove this assertion. 

From the strict regard paid by the ancients to their long 
and short syllables, Tartiui supposes, “ they could not have 
prolonged any note beyond the time allowed to the syllable, 
and from this cause a fine voice would be unabled to display 
its powers by passing rapidly from syllable to syllable to 
prevent the loss of time.” How far this may hold gotxl 
with respect to the music of the Greeks, we possess no exist- 
ing means of judging ; but with regard to Oriental music, this 
is not the case. For in this respect, there is more liberty 
allowed than our modem system of time will [lermit, u.h I 
shall endeavour to demonstrate. 

The peculiar nature of the melody of Hiiuloostaii not only 
l^rmits but enjoins the singer, if be has the least pretention 
to excel in it, not to sing a song throughout more than onco 
in its naked form ; but on iU re|>etition, which is a natural 
consequence, occasioned by the brevity of the pieces iii geuenil, 



OF TIMS* 


49 


to break off sometimes at the conolusion, at other times 
at the commencement, middle, or any certain part of a mea- 
sure, and fall into a rhapsodical embellishment called Alap^ 
and after going through a variety of ad libitum passages, rejoin 
the melody with as much grace as if it had never been dis- 
united, the musical accompatiiment all the while keeping 
time. These passages are not reckoned essential to the melody, 
but are considered only as grace notes, introduced according 
to the fancy of the singer, where the only limitatiens by 
which the performer is bound are the notes peculiar to that 
particular melody, and a strict regard to time. No other 
rules exist for them, and if meH^nred with the opinion of 
Dr. Burney,® they ap()ear to be in the right for not conhoiug 
them to certain forms. 

It will perhaps be inquired, how in such cases strict adher- 
ence to time can be maintained. The reply is, that when 
these flights are more lengthened than a single apogiatura, the 
ad libitum movement runs through the full time of a whole 
measure, or a certain number of measures, reckoning from the 
instant of its adoption to that when it is dropj^ed, taking up 
the measure of the rythm at the same foot where it was drop- 
ped, or if these passages require more or less time than the 
complement of the measure requires, allowance is made for it 
ill rejoining the melody. 

A great number of pieces are in dignifteil prose, of an 
elevated strain, peculiar to the Sanscrit and the languages 
derived from it. These are not strictly confined to poetical feet, 

* Writing down grace U like recording the nonsonee and impertinence of 
ennvereation, which, had at flret, is rendered more and more inaipid and 
absurd as the tiroes, manners, and occasions which produced it become more 
distant.* (iknrmi //isfory, >i, p. 151, noTf ti. 
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aud admit of much variety, lii compositions of this nature, 
two or more notes are frequently allotted to one syllable, and 
they resemble more the style of the modern musical measure 
than the generality of poetical compositions. These pieces, 
aud indeed all those sonars called Dhoorpiuls and Kheals, 
as well as those of some other s])ecies, are commonly in the 
language spoken at and in the district of Khyrabad. 

The Vruj Hhasha is peculiar to the Hindoos, and although 
an extremely elegant and sonorous language, l>earing the 
greatest resemblance of any to the S.mscriL, is nevertheless 
not so generally understood as the Oordoo. It appears, 
however, to be fur superior for poetical compositions, and 
there certainly are more numerous works in it possessing 
genuine poetical beauties than iu the other. 

I have not seen any account of the origin of the present 
musical measure of Europe, mid am led to believe that it 
must have had its rise from the following cause. The pri- 
mitive fathei^s of the Christian churches being desirouK of 
admitting music in their divine service, iu imitation of the 
Apostles, the Hebrew’s, aud all other nations, were however 
unwilling to admit the melodies then in use amongst the 
pagans as profane. The rythmical measure also was object- 
ed to, as being too light and lively, and the distinction of 
poetical feet being laid aside, all notes were rendered of the 
same length. When music began afterw*ards to be cultivat- 
ed for the stage aud the cabinet, the insi[ddity of music 
composed of notes of equal length w'os soon felt, and the 
ancient metrical measure being out of favor, while the adop. 
tion of some sort of measure was found necessary, n{>pearM 
to be the most plau.sible reason for the invention of the 
measure now in use throughout Europe. 
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Dr. Burney, in hi.s General History of Music, has the follow- 
ini' paragraph, pjige 82:“Tartmi has deduced all measure 
from the proportions of the octave and its fifth : ‘ common 
time, or measure,’ says he, ^arises from the octave, which is 
as 1:2; triple time arises from the fifth, which is as 
2 : 3.’ ‘ These,* adds he, * are the utmost limits within which 

we can hoj>e to find any i^i'acticable pro|>ortions for meh>dy.’ 
Indeed, many have attempted to introduce other kinds of 
measure, which, instead of good effects, have produced nothing 
but the greatest confusion, and this must always be the case, 
Mu.*<ic has been composed of five equal notes in a bar, but 
no musician has yet been found that is able to execute it'* 
The authorities of Tart ini and Dr. Burney are very re.spect- 
able, yet wo may sastisfy ourselves every day that there is 
* beautiful melody in IJindoostan, comprising secen and other 
unequal number of notes in a measure, and that they huvv 
musicians in abundance that are able to execute it. The 
table prefixed to the en<l of this article will prove the exist- 
ence of many very unequal measures successfully employed 
by them. The above deduction itself of Tailini remains yet 
to be proved, before we give it our unqualified assent. 

From ail that Las been discussed above, a question natu- 
rally arises, namely, which has the advantage— the ancient 
rythmical or the modern musical measure ? This appeal's 
to be a point difficult to decide, and will perhaps not bo finally 
settled until the musicians of Europe shall have learned to 
play the music of Hiudoostau iu unequal number of notes. 
In the meantime, perhaps, if we steer a middle course, and allow 
each its merit, wo shall not be far from the truth. The ryth- 
mical measure aeeias to have quite adapted to the 

language of the Greeks, which admitted of such variety in the 
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metrical feet, and as the Sanscrit is known to bear a strik 
ing resemblance to it in this respect, the use of it may be al- 
lowed to be equally advantageous in melodies of that lan- 
guage, and those derived from it, many of the poetical feet of 
which could not be adapted to the modern melody of Europe. 

The time table in Europe was first formed in the eleventh 
century. Magister Franco, believed to be a native of Cologn, 
is by some allowed the honor of this invention, althongh 
others suppose him only to have improved on the principles 
of his predecessors. He is, however, acknowle^lged to have 
invented the tefm minim ; as only the long, breve, and semi- 
breve were known about that time. Although sii difierent 
characters for time are generally described in modern time 
tables, yet no more than four were known till several centu- 
ries after the time of Franco. 

There are four sorts of characters for time used by the 
musicians of liiudoostau — the Undroot, the Droot, tbo Lu- 
ghoo, and the Gooroo, with marks, which serve as our point 
to lengthen the preceding note half its value. They reckon 
a fifth, Pioot, but that 1 conceive is not a distinct character. 

It is certainly very creditable to the knowledge of music 
in Hindoostan that characters of such diftorent values 
have subsisted amongst them. The ancient Greeks seem 
to have had only two, the long and the short, which serv- 
ed to mark the measure both of poetiy and music, and in 
the canto farmo notes of equal value only are found. 

Time, in the acceptation it has in music, is called Tal> 

• Tbo origin of tblB word 1 j said to bo from Tond, tbo dsneo of Mu- 
bftdow, and Im, that of bia wife, Parvuttoo, tba Aral lottora of wbicb 
form ibo word Tal ino. 
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They reckon an immense variety of these, but such as are 
now practised are limited to ninety-two. These I shall 
describe in the annexed table. The aggregate quantity or 
value* fixed in the third column forms one complete mea- 
sure, but in beating, the commencement of every note given 
there is struck. The syllables corresponding with a certain 
number of the strokes of the Tal, from its commencement, 
Oochchar^ are called Purun^ the last of which in the mea- 
sure is termed Sum^ which is always on an accented syllable, 
and is the principal note in the measure. In this respect, 
Sam is equivalent to the most emphatic parts of our music 
denominated accented pai*ts. 

* I uie tlio word ** Vuluc," uot in the double seme Mcribed to it bjr 

D'Aleiubert, but eimply moan ite quantity of duration. 
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“ Thougbtff that roluntarj* move 
Hamiouious uuiabers." 

A/ iff OH. 

** The prophet David, having singular kiiowled^re. not in poetry aUmc, but 
in music also, judging them both to l>o things most uccesatir}* for the 
house of God, left behind him a number of divinely indited |x>euiK, anil was 
farther the author of adding unto poetrj* melody u» public prayer, nuUnly 
both voc:il and instrumental, fur the raiding up of men’s heiula, and the 
sweetening of their jiflfections towards God."«-//«eilrr. 


r/<< oriffin of harmontf ia Eiiropi. tevirnt Uartml luru vn th tkifnfci 

of harmonv, icith that of (h< author. Chiiait if mtbjdy. 

Harmony, in the present acceptation of the word, i» a plant 
whose native soil is Europe, whence it has Wen tiansjdantetl 
to some other couuti-ies ; but all the native culture of music 
has not been able to make it giow sj>ontaueoiisIy in any 
other part of the world as in its indigenous soil and climate. 
Wherever else it is found, it is exotic. The only harnioiiy 
which Hindoostanee music generally admits of, and indeed 
requires, if it can be called harmony, is a continuation of its 
key note, in which respect it resembles very much the 
Scotch pastorals, or the instrument accompanies the voice in 
unison, as was the practice in Europe, until towards the end 
of*St. Lewis's reign in the thirteenth century. 
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Many clidcusMions have taken place amojigat the learued on 
the merita of harmony. M. Rouafleau and soine other au* 
thora seem to be of opinion that music is not really improved 
by the use of harmony. The former produces varioiis 
arguments to prove that it is a barbarous and Gothic inven- 
tion. All our reasoning, however, cannot lead us to subscribe 
to the truth of thi.s great author's assertion when we hear 
the harmony of a piece judiciously selected, and in which the 
melody is not over 2 )owered ; in short, harmony by which 
melody is adorned, not overloaded. 

Dr. Burney, in a note, p. 451), says : “ There is a fashion, we 
find, not only in melody, but harmony ; modern ears are 
best pleased with Ptolomy *8 arrangement, though Doni tells 
us that in the last century, the diapason of Didymus wa.s 
most in vogue. 

“ Tartini has asserted, that melody is the offspring of har- 
mony as being deduced from it. I cannot presume to dis- 
pute 80 great an authority, but I would only beg to (ques- 
tion, whether melody or harmony was first practised in the 
world. Every unprejudiced person will, I l>tdieve, coincide 
with roe, that although melody can certainly be deduced from 
harmony, yet the former is the elder sister by many a thou- 
sand year. Harmony and melody are not like music and 
language ; there is not the same relation between them. 

“Notwithstanding the dependence of melody upon har- 
mony, and the sensible infiueuce which the latter mat/ exert 
upon the former, we must not however fi*om thence conclude, 
with some celebrated musicians, that the eftects of harmony 
are preferable to those of melody. ExjH.u’ieuce proves the 
coiitrary.’^^ 

• Kiuydoi'wdiu Britaimica, Art. Musir, ]>. :»3l. 
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It is not in my power to decide a point on which t]ie 
learned are divided in their opinion. I shall onl^ offer a 
few obvious remarks, which must naturally strike every 
person who bestows any degree of attention on the sub- 
ject. 

Many pieces of music, in parts, even by the greatest mas- 
ters, which are universally admired, would sound quite insipid 
if divested of that harmony which animates them. This at 
once decides the merit of harmony, although it may likewise 
add some weight to the opinion which some entertain, that 
the modern melody has not the merit of the ancient, and 
that harmony is used with the view of C(»mpensating for its 
poorness, and diverting the attention of the audience from 
perceiving the barrenness of genius. 

It will be easily allowed that the beauties of a piece of 
melody are not so perceptible when sung with accompani- 
ment in parts, as when it is performed as a solo. Dr. 
Burney has some veiy appropriate sentences, which 1 heg 
leave to transcribe. 

•* Upon the whole, therefore, it seems demonstrable that 
harmony like oura was never practised by the ancients; 
however 1 have endeavoured to shew, that the stripping 
their music of counterpoint does not take from it the ix)wer 
of pleasing, or of producing great effects ; and in modern 
times, if a Fariiielli, a Gizziello, or a Cafarelli, had sung 
their airs wholly without accompaniment, they would, per- 
haps, have been listened to but with still more pleasure. 
Indeed, the closes of great singers, made wholly without 
accompaniment, are more attended to than all the contriv- 
ance of complicated parts, in the course of the airs which 
they terminate. 
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“ Au elegant and graceful melody, exquiuitely auiig by a 
fine* voice, is sure to eugage attention, and to create delight 
without instrumental^ assistance, and iu a solo, composed 
and performed by a great master, the less the accompaniment 
is heard the better. Hence it should seem as if the harmony 
of accumulated vocal parts, or the tumult of iiistrii- 
mental, was no more than a succedaneum to a melliHuous 
voice, or single instrument of the first class, which is but 
seldom found. However, to diversify and vary our musical 
amusements, and to assist iu dramatic painting, a full piece 
and a vrell-written chorus have their peculiar merit, even 
among songs and solos, however elegant the composition or 
perfect the performanco.”t 

* ‘*AU these iustxumeuts (phuiufurte* in: > were tar irJerivt 

to the voice, ihc sixuit.aicuu.s gift of uaturc, in proxiiptiluJc, ;in<i in tliu 
power of obeying every cull of scntluicut, every degree, us v.ell as tvery 
klLd of emotion, with which the heart wub agitated. The plc.i^^urod ot 
harmony, though great, were luonotonous, and could not express the 
nioiiicntary vuriatioms of xientimeut, which tire ti.s fleeting as the light 
and shade of u prosj^ect, while the dappled elvuds f.4]l across the sky. 
Thu violin and u small number of the .>implc wind iustruuicut> were 
found to be the only ones which could fully express those moment iry 
gi'adatiuus of suntiiucut that give music its jtatLos, :aid enable it to 
thrill the very soul.” Supplement to Ency cl >iHedia, UiiCuunica, vol. ii. 
Art. riunuforte. 

We may hero likewise observe, that its all musical iustrumeuts without 
exception are inferior to that uuri willed gift of nature, a goovl voice, and 
tt single voice is nut uble to sing in laru, it may be deduced utu.>ie 
in ptu ts was never intended by nature. 

t “ it uiuy indeed happen, from the number of i^orformcrs, and the 
cuiuplicutiou of the harmony, that meiming imd sentiment may be lost iu 
the multiplicity of sounds ; but this, though it muy be harmony, loses 
the uume of music. 

••The second departmoiit of this division by lively and accoutuate 
uductious, uud by sounds which muy be said to sj>cuk, cxpi'oascs all the 

11 



58 


OF HARMONY AND MELODY. 


Melody seems to be as much the child of nature as the 
rythmical measure ali-eady noticed, ludeed, music is found 
all over the world, aud that music, except iu Europe, where 
harmony has beeu introduced for the space of little more 
than two centuries, is purely melody, be that of a refined or 
gross nature, and generally iu rythmical measure.''^ 

passiouB, paints every possible picture, reflects every object, subjects 
the whole ol nature to its skilful imitations, and impresses even on 
the heart and soul of man sentiments proper to affect thorn in the most 
sensible manner. This, continues he, (M. Rousseau,) which Is the 
genuine lyric and theatrical music, was what gave double charms and 
energy to ancient ix>etry ; this is what, in our days, wc exert ourselves 
in applying to the drama, aud what our singers execute on the stage. 
It is in this music alone, and not in harmonics, or the resonance of 
nature, that wc must expect to find accounts of those prodigious effects 
which it formerly prodxiced. 

** But, with M. Rousseau’s permission, all music, which is not in some 
degree characterised by these pathetic tind imitative powora, deserves 
no better name than that of a musical jargon, aud can only be effec- 
tuated by such a complication and intricacy of harmony us may con- 
found, but cannot entertain, the audience. This character, therefore, 
ought to be added as essential to the definition of music ; and it must 
1*6 attributed to our neglect of this alone, whilst our whole attention is 
bestowed on harmony and execution, that the l)cst ])erformancos of our 
artists aud composers are beard with listless indifference and oscitation, 
nor ever can conciliate any admirers, but such as are, indeed, by podau- 
try aud affectation, to pretend what they do not feel f?tiU may the 
curse of indifference and inattention pursue and barrow up the souls of 
every composer or x^>^onner who xiretends to regale our cars with this 
musical legerdemain ; still the grin of scorn, or the liiss of infamy, teach 
them to correct this depravity of taste, and entertain us with the voice 
of nature.*’— Encyclopedia firitaunlca, Art. Music. 

• “Music is at present divided more simply into tiulody and harniony ; 
for since the introduction of harmony, the profiortioii between tbo length 
and shortness of sounds, or even that between the distance of returning 
cadences, are of less cousequence ainongit us For it often happens in 
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That melody is the production of genius, and harmony 
of art, will not, 1 believe, be disputed ; nor that the former is 
more generally comprehended and relished by mankind 
than complicated harmony. 

Music had already been too much circumscribed by rules 
of art, mathematics was made to supply the place of the ear, 
or rather in a great measure to supplant its authority alto- 
gether, even before the invention of harmony.* 

Having advanced all that I thought was necessary on the 
subject of harmony and melody in general, I shall now 
introduce the reader to the melodics of Hindoostan. 

modem languagOR, that the vcrsea assume their measure from the mu- 
sical air, and almost entirely lose the small share of proportion and 
quantity which in themselves they possess.**— 

* ** Had the philosophers never meddled with it (music)» had they allowed 
the practical musicians to construct and tune their instruments in their 
own way, so os to please their car, it is scarcely i>ossibIc that they shouM 
not have bit on what they wanted, without lUl the embarrassment of the 
chromatic and the enharmonic scales of the Greeks. **«*'/&id. Art. Tempeiw- 
ment. 


H : 
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So( afnerall}/ tuscfptilk of harmttny. LtmiUd M a rerfain /if 

fharncttr. 

The melody of the East has always been ailmircd, and I 
believe very justly. The Europeans, however, are at present 
so much accustomed to harmony, that to their car this me- 
lody will sound less attracting than it would otherwise have 
been. Indeed, so wide is the difference between the natures 
of European ainl Oriental music, that I conceive a great 
many of the latter would baffle the attempts of the most ex- 
pert contrapuntist to set a harmony to them, by the existing 
rules of that science,* 

• “ We do not say that this total innovation (harmony) in the principle 
of musical pleasure is exceptionable ; we rather think it very defective, 
believing that the thrilling pleasure of music (le]>endK more upon the 
rrjcUtdy or air. We appeal even to instructed musiciaiis whether the 
heart and affectiom arc not more affected {and vith much more dint met 
variety of efmotiou) by a fine melody, supported, but not obscured, by 
harmoni&.s judiciously chosen. It appears to us that the efloct of har- 
mony, always filled up, is more uniformly the same, and Ic.ss touching 
to the soul, than some simple air sung or played by a performer of son. 
sibility and lowers of utterance. We do not vponder, then, that the 
ingenuous Greeks deduced <'ill their rules from this department of music, 
nor at their being so satisfied with the pleasures it yielded, that they 
were not solicitous of the additional support of harmony. Wo see that 
melody has suffered by the change in every country. There is no 
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To expect an endless variety in the melody of Hindoostan, 
would be an injudicious hope, as their authentic melody is 
limited to a certain number, .said to liave been composed by 
professors universally acknowledged to have possessed not 
only real merit, but also the original genius of composition, 
beyond the precincts of whose authority it would be criminal 
to trespass. What the more reputed of the moderns have 
since done i.s, that they have ’adapted them to their own pur- 
poses, and formed others by the combination of two or more 
of them. Thas far they are licensed, but they dare not pro- 
ceed a .step further. Whatever merit an entire modem com- 
po.sition might po.s8es8, should it have no resemblance to the 
C8tabli.shed melody of the country, it would be looked upon 
as spurious. It is implicitly believed, that it i.s impo.s.sibIe 
to add to the number of these one single melody of equal 
merit. So tenacious are the imtive.s of Hindoo.stan of their 
ancient practices ! 

It may here be remarked, that in the art of combining two 
or more Kaginecs, the natives are guiiled by their own rules 
of modulation, the propriety of which should of course not 
be judged of by the rules laid down by M. Rousseau, or hU 
commentator D’Alembert ; but by those determined by the 
native ma.stcra, allowing the ear to Iv the be.st and most 
natural judge of that which has its existence merely with the 
view of affording plea.suro to the auditory organ. 

The general terra for melody in ilindoostan is Rag or 
Raginec, which is the subject I .shall next be led to treat of ; 

Sctttchnuui, Irifthman, Folo, or Rusaiiui, who tioos not lament that tho 
fikill in compoHing hcart-touchhig airs U Uegeiicratctl in his rcapectivo 
nation ; and all admlro tho productions of their nui«o of tho days that 
lire past. They arc ploas:vnt and inuunifnl U> the soul”— /6id. Art. Tem- 
perament. 
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but before I enter upon that head, 1 shall offer a few observ- 
ations which are common to all : 

1. Hindoostanee melodies are short, lengthened hj repe* 
tition and variations* 

2. They all partake of the nature of what is denominated 
by ns Rondo, the piece being invariably concluded with the 
first strain, and sometimes with the first bar, or at least with 
the first note of that bar* 

3. A bar, or measure, or a certain number of measures, 
are frequently rej^eated, with slight variation almost ad lib, 

4. There is as much liberty allowed with respect to pauses, 
which may be lengthened at pleasure, provided the time be 
not disturbed. 
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Tunes and airs have in themselves some affinity with the affections; 
as merry tunes, doleful tunes, solemn tunes, times inclining men’s 
minds to pity, warlike tunes ; so that tunes have a predis|H)sition to the 
motion of the spirits.— Bacon. 


Th€ general acceptatUm of the term mpposed to he incorrect, Reasotn 
offered, tckg they are limited to season and time. Of the Rag-mala. 
Absurdity of limiting tunes to seasons. Dh^ions of Rags and Raginees 
into classes. Rules for detennihing the names of the mixed Ruginea. 
Table of compounded Rags. The Rag-mala copiously described. 

Rags and Ragiuees are generally construed to mean cer< 
tain musical modes^ of lliudoostau. How far this defiidtiou 
is correct, I shall here inquire into. 


• S. , Rag. u. s. m 1. A mode In music (six in number), 

music, song, tunc ; Uag rung, u. s. m., music 

Rag-aagar, u. s. m., a song composed of many Rags or music.ol modes ; 

HU Rag iuala, n. s. f., the name of a treatise in music— (nothing 

more than a collection of pictures, exhibiting the traditional history of the 
primary and subordinate modes and the subject appointed to each)« 

Ragiueo, u. s. f., a mode in music (wives of Rags, SO in 

•« 

number).— Hunter’s Taylor’s Dindoostanoo Dictionary, ISOS— Shakes- 
pear’s lliudoostonce Dictionary, 1S17, exactly os the preceding. 

’The colebrited ^Dr. Curoy of Serauipoor, however, in his 'Bengalee 
Dictionary, gives the following meaning ; 

a tune (this is the only siguidcatiou applicable). 

B. (from a tune), a female personification of tunes in 


Hindoo music. 
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The word Mode” may be tokeu in two difiereiit sigiiili- 
cations^ the one employing manner of style, and the other a 
key ;* and strictly speaking, this latter is the sense in which 
it is usually understood in music. 

Mode, in the language of the musicians of this country, is, 
in my opinion, termed Thaty and not Rag or Ragiuee ; the 
signification of which terms should be limited to that given 
by Dr. Carey. As amongst us there are two modes, the 
major and the minor, so the natives have a certain nuiuber 
of T'haUy to each of which two or more Rags or Raginees are 
appropriated. If these signified mode, each should require 
a different arrangement, which is certainly not tlie case. 
Any one may convince himself of this by procuring a per- 
former on the Sitar. This instmment has moveable frets 
that are shifted from their places, so that when the instru- 
ment is properly adjusted, the fingers of the left hand running 
over them produce those tones only which are proper for the 
mode to which the frets have been transferred, and no other. 
Let the Sitar-player be desired to play something in the 
Ruginee Uluya, and after he has done that, tell him to play 
some other Ilagiiieo without altering the frets, and it will bo 
seen that other Raginees may be performed on the same That. 
On the other baud, after he has played Uluya, let tiini play 
Lulit, or Bhyrewee, or Gafee, &c., Ac., and he will be oblig- 
ed to alter the That or mode by shifting the frets. This 
proves that the former are all in the same mode or T hat, It 
is true that a Raginee is not to be considered exactly in the 

• Mode, in mueic. A rcgriilar diJipo^iti jn of the air and acooinjMUii* 
lucntH relative to ccrtiin priucijul fcuuiidH upon which a piece of wualu 
U formed, and which are culled the wential tounUt of tin mode, fineyv. 
Urit. 
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same situation as a tune is amongst us. It is not strictly a 
tune according to the acceptation of the word^ as its definition 
given hereafter will shew. A Thai comes nearest to what 
with us is implied by a mode, and consists in determining 
the exact relative distances of the several sounds which 
constitute an octave with respect to each other ; while the 
Ragiiiee disposes of those sounds in a given succession^ and 
determines the principal sounds. The same That may be 
adapted to several Raginees, by a different order of succes- 
sion ; whereas no Raginee can be played but in its own pro- 
per ThaU It is likewise not a song, for able performers can 
adapt the words of a song to any Raginee : nor does a change 
of time destroy its inherent quality, although it may so far 
disguise the Raginee before an inexperienced ear as to appear 
a different one. 

After the ancients had made pretty good observations on 
the firmament of fixed stars, and had as nearly as they could 
ascertained their respective situations, they thought of re- 
ducing them into constellations, under the representations of 
certain familiar objects, in order to assist the memory to re- 
tain them the better and easier. To connect a variety of 
heterogeneous subjects that have no relation with each other 
under one common head, in order to preserve a concatena- 
tion, has been a practice common amongst the Oriental 
nations, and subsists to this very day. The Arabian Nights* 
Entertainments, the Tooteenamah, the Buhardauisb, and a 
variety of works in all the languages of the East, are proofs 
known to every pei*son who has trod the paths of Oriental 
literature. 

It seems probable, thei'efore, that the author of the Rags 
and Ragineos, having comix>sed a certain number of tunea» 



66 


OF RAGS AMD RAOIMEES. 


resolved to foi*m some sorfc of fable ill which he might intro- 
duce them all ia a regular series. To this purpose, he pre- 
tended that there were six Rags, or a species of divinity, who 
presided over as many peculiar tunes or melodies, and that 
each of them had, agreeably to Hunooman, five, or as Coolnath 
says, six wives, who also presided each one over her tune. 
Thus having arbitrarily, and according to his own fancy, dis- 
tributed his compositions amongst them, he gave the names 
of those pretended divinities to the tunes. 

It is also probable that the Pootrus and Bharjyas are not 
the composition of the same, but some subsequent genius, 
who, apprehending that their number would be greatly in- 
creased by this additional acquisition, or dreading an innova- 
tion in the number established by long usage might not bo 
well received, or that some time or other it might cause a 
rejection of the supernumerary tunes as not genuine, con- 
trived the story that the Rags and Ragiuees had begotten 
children. This opinion is strengthened by its being asserted 
that forty-eight new modes were added by Bhumt, 

That this fiction, however, (as well as cveiy other fiction, 
allegory, and in fact, as it appears to me, the whole of the 
mythology of the ancient heathens,) pleasingly beguiles lis, is 
acknowledged by Sir William Jones, vol. I, p. 430: “Every 
branch of knowledge,” says he, “ in this country, has been 
embellibhed by poetical fables, and the inventive talents of 
the Greeks never suggested a more charming allegory than 
the lovely families of the six Itdgaa^ each of whom is a ge- 
niiifl or deini-god, w'edded to five Raginccs or nymphs, and 
father of eight little genii, called his Pootrtu^ or sons. The 
fanc;y of Shakespear and the pencil of Albano might have 
been ‘finely employed in giving speech and form to this 
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assemblage of new alfrial beings, who people the fairy-land of 
Indian imaginatioti : nor have the Hindu poets and painters 
lost the advantages with which so beautiful a subject pre- 
sented them.” 

That the name of any one of the Rags or Raginees was 
arbitrarily assigned by the author to any one of bis composi- 
tions, is as probable as the often whimsical names given 
by our country-dance and reel composers to their produc- 
tions. No person believes that the Devil's Dream” is a 
genuine communication from the dreamer. This is further 
probable from there being very little or no similarity between 
a Rag and his Ragiiiees. The disparity is sometimes so 
great, that Hindoo authors disagree with regard to the Rag 
to which several of the Raginees, Pooirus, or Bharjyas be- 
long. Nay, some of the tunes allowed by one author to be 
a Rag is emasculated by another to a Raginee, as Dr. Gil- 
christ justly observes ; and on the other hand, a Ragiuec is 
classed under the head of Rags. The same uncertainty pre- 
vails with respect to their Pootrus and Bharjyas. 

If we look to the characters under which the Rags and Ra- 
ginees ara delineated in the Rag-mala, it will be seen that 
they are altogether metaphorical. As the figures of the 
signs of the Zodiac are descriptive of the seasons of the 
year, so these divinities are represented in altitudes and 
characters most appropriate to the time and season in which 
the tune was proscribed to the song, although the determin- 
ing of the time itself is wholly arbitrary. 

The songsters of Hindoostan pretend, that any song sung 
out of the time appropriated for it sounds uncouth. The 
reason alleged by them is, that the times and seasons allotted 
to each are those at which the divinities are at leisure to 
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attend at the place whci*6 their favorite tuue is suug^ and to 
inspire the performer with due warmth in his execution. 
Sir AV. Jones says on this subject, p, 429 : “ Whether it 
had occurred to the Hindoo musiciaus that the velocity or 
slowness of sound must depend, in a certain ratio, upon the 
rarefaction and condensation of the air, so that their motion 
must be quicker in summer than in spring or autumn, 
and much quicker than in winter, I cannot assure myself ; 
but am persuaded that their primary modes, in the system 
ascribed to P^v^na, were hrst arranged according to the 
number of Indian seasons.*' 

Sir W, Jones’s observations are very acute and plausible ; 
they appear quite philosophical ; but to satisfy us of their 
probability, he should have entered much deeper into the 
subject, and endeavoured to prove that the nature of the 
several Hags and Hagiuees are such as to be really improved 
by the difference of temperature naturally incident to the 
varieties of season, even without making allowance for acci- 
dental variations, which constantly take place every year. 
Sir AYilliam asserts that the modes ascribed to one system 
were arranged according to the number of Indian seasons, 
which are six, and his calculations just preceding it are 
founded on the four seasons of Europe. It seems to mo 
not improbable, that in limiting the season in which each 
Eag or Haginee should be sung, the composers had their 
preservation in view, for by this means, they would all 
necessarily have each one its turn, and for the want of any 
such regulation, the prettiest ones only would be performed, 
and the rest neglected and suffered to be forgot. Perhaps this 
will be considered the more reasonable when we take notice 
that the same cause which converts all the several parts to 
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one whole conduces likewise to keep every individual part 
alive, active, and in its turn brought on the stage. 

It may probably be with those who are accustomed to hear 
certain Rags and Ragiiiees at stated hours and seasons, that 
being reconciled to them from habit, they would not relish 
tunes so well at what was reckoned improper seasons. Per- 
haps being a usage of the country, established from time 
immemorial, and in some measure sanctioned by religious 
authority, or a dread of being taxed with want of taste, 
might constrain several to comply with the established cus- 
tom. But it must be quite indifferent to others unacquainted 
with these limitations. It would be reckoned extremely 
ridiculous to call for a particular tunc at an improper season. 
This may indeed show the ignorance of the person who 
makes tho request in this branch of Hindoostance music ; 
but, in my opinion, it can be no imputation against his taste ; 
for the same tune may sound pleasant or otherwise according 
to tlio humour a person may be in, but the time of the day 
can make no difference. A man deeply in love, for instance, 
will always relish love ditties, and a huntsman is ever for 
the chase. Moreover, seasons have more regard to the 
words of a song than to the tune ; for although the tune 
should in some measure correspond with the subject, whe- 
ther gay or grave, &c., yet there are more tunes than one 
that will or may be made to suit •the same set of words. 
It is also observable that the subject proper for each 
Rag or Ragiueo is not determined, and it often happens, 
through the abuse of unqualified composers, that the words 
are not seasonable with the tunes. 

Tho Hindoos dob no Rags to have their origin from words 
combined in a determinate series, so as to be distinct from 
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each other. Some Rags and Ragineea reeemble each other 
in the similarity and aaocession of their sounds or tones, but 
differ in the Srootia (see page 29) which gives them a claim 
to distinction. 

Bags and Baginees are divided into three classes (Jati) : first 
Sumpoomu,, or those which comprise all the seven notes, in 
their course, in any determinate succession whatever ; second, 
KhadoOj or such as are composed of six notes ; and third, 
Ooioo^ whose extent ranges to but five notes : and hence it is 
said, that no Rag or Raginee is confined within limits whoso 
extent is less than five notes. 

There is likewise another distinction of these with rcganl 
to their formation or composition, and this also comprises 
three classes : first, Soodh, or such as are simple and original. 
This first class is subdivided into two species, viz., Soodh 
and Muhasoodh : Soodh are such as are deficient in some of 
their Srootis; those which retain all their iSroo/ta arc 
termed Muhasoodk, Tooree is an example of the former, and 
Sarung and Canhra of the latter. Second, Salung. These 
are likewise simple, but bear a resemblance to some other, 
as for example Sree Rag^ which has the likeness of Qouret. 
Third, Sunkeernu ; and these are the compound ones. This 
last class is also subdivided into two species : first, Sunheernu^ 
or such as are compounded of two Soodhs^ e. g., Bhgron, 
which is formed of ToOree and Canhra ; and second, Muh<uun- 
keernu, or such as consist of two or more of any of the three 
classes, except two Soodhi of course. 

There is a diversity of opinion with regard to which of 
the RagB and Raginees belong to which class. In general, 
the RagB are believed to bo Soodh^ and the /^cytnees, dC*c., 
^unlcBomu, Some suppose even the Bags to be of ibis last 
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inentioued class. Others reckon these seven Soodh : firsts 
Canhra ; second, Sarung ; third, Ooojree ; fourth, NiU ; fifth, 
Mular : sixth, Tooree ; and seventh, Qouree. To the second 
class, Salunff, they ascribe the following : first, Descar; 
second, Bihhas ; third, Lulit ; fourth, Revta ; fifth, Bilawcd ; 
sixth, Megh; seventh, BorvAh\ eighth, Dkunasree; ninth, 
Goura ; tenth, Sree Rag ; eleventh, Deepuk ; twelfth, Cafee ; 
and thirteenth, Kidara. 

The rule for determining the names of the mixed Rags 
is, agreeably to some authorities, to name the principal one 
last, and that which is introduced in it first : as Poaria 
Bhunasree ; others more naturally say that that which is 
introduced in the first part of the song or tune should be 
mentioned first, and the other or others subjoined to it in 
regular succession; e. suppose Shyam and Ramculee 
to be compounded with each other : if Shyam forms the com- 
mencement, and Ramculee is afterwards introduced into it, 
it should bo called Shyam Ram ; but if, on the contrary, it 
commence with Ramculee, and Shyam be afterwards iutro- 
duced, the whole should bo denominated Ram Shyam. 


COMPOUND RAGS. 

These are Rags compounded fix>m others chiefiy by the 
more modem composers. The word Rag is here used 
in a general acceptation, and seems hem to imply simply 
“ a tunc for most of these cannot with propriety be deno- 
minated either Itags or Ragiuees, Pootrus or Bhaijyas. 1 have 
arranged them ttl[>habetically for easy reference. 



72 


OF RAGS A>)D BAGINEBB. 


iWiMuv €/ Rags. 


CompowiiUd of 


B. 


BAgesreo 

Bbempulascc 
Bhooxmloe . , 

Bhyroii ...... 

BLyruvec .... 


Bibbas 

Bicbittra . . . . . 

Bihagra 

Biharee 

Bijuya 

Bilawul 

Buhoolee 

Buhoolgoojree 
Buugal 

Burarco 

Burbuus 


Bbunasrec and Tanbrn. 

Dbunaaroe, Soodb and Poorhoe. 

Gound and Culian ; or, according to others, 
Bilawul and Culian. 

Hiiidol, Soodb, Canbra ajid Pooria. 

' Burarco, Lulit, Soodb, Surung, Punchiini, and 
Bilawul; or, agreeably to otbera, Soodb, 
Sbyam and Bbyron. 

Bilawul, Goojrce, and Asavurco. 

SreeruTun. Cbiteo, Gourec, and Burarco. 

Kidara, Bfaroo, and Suruswutcc. 

Marco and Suncurabbunin . 

T<H>roc, Cumbharco, imd Pooria. 

Bilawul and Goursarung. or Bilawul and Surung ; 
or, as others aay, Culian and Kidara. 

Ramculec, Goojrco, pcscar, Bungal, and Pun* 
ebum ; some say Tunc instead of Bungol. 

Descar. Bun^l, Ramculec, and Go<.>jrco. 

Dhuuasree, Muroo, Gouroc. and Lulit ; otbera 
Siiy Biirarec, Gound, and Goojrec. 

Doscar, Torec, and Turwun, 

Marwa, Rourouco, Cbitcc, Doorga, and Dbuua- 


Busunt 


sreo. 

Dcugurcc, Nut, Mular, Sorung, and Bilawul. 




Cafec 

Camodcc 

Camod 

Camod Nut 

Caodee 

Capurgouree 

Cbitcc 

Colabul 

Coocub 

Coombh 

Cudum Nut 

Culace, or Curaeo, or 
SoQgharec 

Cula5'cr 

Culian Binod 
or 

Culian Camod 
Culian Nut .. 

Cumbharco .. 

Cumbbavutce 




Suncurabbunin and Ooureo. 

Soorisbtiic and Gourec, or, .agreeably- to others, 

I Soogbraoc and Sorutboc. 

Gound and Ribiwul. 

Camod and Nut 

Maruo, Bibagra, and Nut. 

Jiitcc, Cumbhavutco, Jytsrce, Ubccrcc, Tunc, 
and fiurarec. 

Sauwunt, Lulit, and Pooria. 

Bibagra, Culian, and Canbra. 

Bilawul, Foorboo, Kidara, Dougureo, and Ma 
dho. 

Dbunasree and Soruthco. 

Dbunitsrce, Dbt?vu1, Canbra, Ubeeree, Kidara, 
Soodb, and Mudmadb. 

Nutoara 3 run, Urana, and Bilawul ; or, according 
to others, Bilavirul and Canbra. 

Bilawul, Canbra, Nul^ and Mular, 

Emun and Camod. 

Culian and Nut • 

Soumabtub and Dbunasree. Composed by 
Giiiicsh. 

Malsrcc and llular. 
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Jfames of Rnrjn. 


Ctnitba 

Cur.icc, ride Culaoc. 

rurua Nut 

Curum runchum .. 

D. 

I>cepavutoo 

Dotjuilc 

Dc8ee 

Dcscvir 

Dcu^urco 

Dcu^akh 

]))i(.iulHruo 

Dliuuasrou 

Dhyanjeo a 

Diwalco 

Door^a 

Duksbiii Nut 

£. 

Emun 

P. 

Furodust 

G. 

Goojrco 

Cidoni'ulco 

Ootiiul 

Goiindculoo 

(toura 

Gourco 

Goursarung 

Oumbheor Nut 

Gundhar 


H. 

nindol 

llumccr 

Iluixicor Nut 

Uurkb 

J. 

Jujavuntoo 

JuteoGouroo 

Jytciiliau 

Jvtorco 


Compounded of 


Maroo, Kidara, Jytsroc and SuncaraV^hurun. 

Funebum, Lulit, Ribhas and Goojrec. 

Lullt, Busunt, ilindol and Deacar. 


Dcoptik and Sunistrutcc. 

Kidara, Catnud. Soodb, Nut and Bagosrcc. 

Turcc an<I Kbutrsig. 

Suruswutcc, Puriij and Sonith. 

Foorbec, Saning and S«>odb. Sung by tbe 
Dcutaa. 

Suncurabhurtin, Soodh, Mular and Canhra. 
Hilawulcc and Jytsroc. 

Torcc, Usavurce, and JIaroo. 

Torcc, Bihbas, and Huhana. 

Curnlibarcc, Malsrec atid Suni.cwutoc. 

Malsrco, Lcolavatcc, Gourcc and Sanm:/, 

C<»ocub, Bilavnil, PoorV»ee and Kiiart. 


Kidam» Bilawul and Soo«.lb C\ili:\n. 


Poorl>oo, Shyam and Gource. 


Lulita and Ramculeo. 

I>o8ee, Toroc. LuUt, U^arurec, Dcac.ir A Goojroc. 

Dbunasrec. Mul ir and Idlawul. 

G'jojreo and Usuvurco. 

Gouroc, Nut and Turn*:!!!. 

Jujavunteo, Usavuroe, GiM-*jrce and Sonitb : somo 
say, Sutjhw and Canbra. 

Guura ; or, accurding to others, Gouroc and 
Sarung. 

Canbra and Nut. 

Sindbola, Usavuroe, Gouroc, Dcugureo and Rby- 
rou ; or, according to some, Khutr.ig, Csa- 
vuroo and Dcsoo. 


nilawuloo, Lulit, Puncbuin, PcH'ria and Bhyron. 
Kidara, Emiui and S\.H)db Culian. Simg by 
Gourcciiatb. 
llumccr and Nut. 

Dewaakb, Itilawuloc, Saning, Soot lb, ^fular and 
Gound. 


Roruth, Dlioulsrco and BUawul; others snv, 
Gouroo, Hibagra and Nut. 

Lulit and Gouroe. 

.lytsi'co and SoiHlhculiau. 

Dhoul, Biirarce and Descar. 


J 
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JVaMeg of Rags, 

Compounded qf 

K. 

Kbcm 


Kberaculiau 

Kidara and Uuincer ; or, ob others aflBmi, 
Canbra. Siiniswutoo and Soodheulian. 

Maroo, Dlmul, Jyt.<rec and Kidara. 

Kbutmig 

Kbutrag 

Kidara 

csiJ A A^iAaiwiw «aaava 

Gundbar. Some say Hiihooi-Goojrco instoiid of 
Buboulee : others, instead of Sbyain. 

Kidnr Nut j 

Kyrvco ; 

> V. CHIC L* 4 if X (K«l alllCA X>aUllv lAA* 

' Kidara .and Nut 

r;.M» 4 wu» nrirl nmiriwi 


L. 


l^clavutee . Dcscar, JrtJ»rce and Lulit. 

jLulit Deficc, Bi»»has and Punt-bum. 5 »on»t; leave out tbo 

! lust, tuui other.-, make it conipriac of l>cwsjik.h, 
Rtmtful, l>b(>ul and Bibh;i 8 . 

Lunedhun I uilharee and KicUira, coiuj>Q 8 od by Ilunwunt. 


M. 


Bfabivutee 

Mal^oojrcc 

Alaligoura 

Atunj 

lialcous 

BlaLsreo 

Malwa 

Afaroo 

Marwa 

AJe^fh 

Atndmadb 

Aludmithoon 

Madbvec 

Mular 

Mular-Nut 

Uungulaabtuk 

Afungal-Goojrcc 

UuDobur 


N. 


soodh, Muiar, jiiiawiu ana ^uenarnyun. 

Puncbuni, ( amod, Roodlniut and Iluinecr. 

Hainculcc, ^l)yaln, Gundbar tind Goojrcc. 

Gourec and Soruth. 

Sarung, Soruth, Bilawul and Alular. 

Hindol, lUisunt, Jjijavuntoe, Puucbum Kbutrag, 
Wnroo, Sai ling and Sanwunteo. 

Sunenrabburun, Kidara, Mudmodb and Sums- 
wutee 

Gourec, Puraj and Bibbaa. 

Gouree, Puruj and Sorutb. 

('oclut, Canbra and Sooba, compoBcd by Nyrud. 

Culian, Caniod, .Sanwunt and IluHiint. 

Mular, ScHKlbculian luid Mulnrce. 

Nutnarayun, Mular, St>odb^ Jiiimccr and Mud' 
madb, auug by Ganb. 

Sarung, Soruth and Bilawul ; or, agreeably to 
othera, Nut, Sarung and Megbrog. 

Aluiar and Nut. 

JytBrcc, Canbra, Kidara and Culiant Ckimc add 

‘t byam. 

Rainculoc, Sbyam, Gundbar and Munguloshtuc. 
Some Bay, iuateod of the last, Bubooloe. 

Morwa, Turwun and GouroOt or instead of Gourec 
fiibarec. 


Nagdbun .... 
Kut-Narayun 


P. 


Mular, Kidara and Soohoo. 

SuncurabhuruD, Mudmadh, Lunedhun and Bila- 
wul. 


Paravutce 
Poorlicc . . 


I Dewculoc, Gound, Oouroo and Puorbeo. 

Malwa and Gourec ; or, agreeably to others, 
I GourcOf Gound and Dcugiiroe. 
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Hanut af Ragt. 


Compounded of 


Poorla. . . . 
Puncbum 


Pniluoo 
riiruj . . 


Putmunjurco 


Dhoulsrco. Tunc. Mim(^ilashtuc and Canhra. 
Lulit .and ISusunt. According to hoiuc ISuraroc, 
Oound Hud Goojrce. Others say. Gundbur, 
Munobur and Uindul. 

Dcuguroc. Poorboo, Gource and Gound. 
Dbtuiftsrco. Maroo and Gundhar. Some as* 
Rcrt it consists of M.aroo, Torcc and Usa- 
vurce. 

Maruo, Dbuul. Dbunasrcc .and Ciimbbarec. 


R. 


Ragofibwiir 


Kajhuns 

R-ijnarayun Nut 

Rouniiicti 

linliuH Mungla 

or V 

Rtibus Muiigul 

Uumbhaviitco 

Ruti Bullubb 


Bh 3 Ton, (Source, Kidara. Deugtirce. Dewguo- 
dbar, Sindboora, Dhunasree, Canhra and 
Uaavurcc. 

Malwa, Srec-Rjig and Munuhur. Sung by 
Ithurut. 

Cun>>»hrircc, I'ooria .and Torcc. 

Lulit, Lcela%*utcc, Chitcc .ind Puncbum. 

Sunrurabburun, Urana .and Sorutbcc. 

Mtilsrec, Soo.ib and Mular. 

Nut. Surunir. Bbv'run. Lulit and Puncbum. 


S. 


Sanwuut 

Sanwuut Caraod. 
Sarung 


Shiwruti 

Shuhaua 

Sindboora or .SIndbwee 

SotKlh-C.amod 

Sooilh-Culian 

Soodh-Nut 

Soogbraoc vide Culaoo. 
Sooboo - 


Sonitb .... 

Borutboo .. 
Sourasbtuc 


SreO'Rag ... 
Sroo ruvun . 
Sroc-sumud . 


Stuinbh 

Rticroiin 


, .Sarung and Mular. According to some Kid.u-a 
i and Cainod. Others aUtl also Canbra. 

Kidara and Camod. Sonic add Sv*ovlh. Others 
i S.awiint and L'aiinKl. 

; Dcuguroc, Mular and Nut, Others say, Marwa 
j and Mular. 

I Burhuns aiul Sindbw. 

; Furodust luid Canhra. 
i Uaavuroc .and L’hoei-ee. 

, Boodb ”.nd Caniod. 
j Tunc, C;unod ;uul Gond. 
fil^:Q 8 roe, Pooria and Mudmadb. 

Malsroc, Bilawul and Biblnu. Others sub- 
Htituto Soudb or Bag 05 i*ee, in the n^un of 
Uibbris. 

Gi>t>Jreo, Puncbum, Bhyruvco, Gundhar .and 
Biingiil. 

Blalwa, Eniuii luid Sitnitb. 

Gundhar, Goojreo, Bungul, Puncbum and Bby- 
ruvee. 

fiiirbuns. Tunc and Oourcc. 

Sreedhkg, MaUrec and Suncumbburun. 

Miilsrcc, Sootlh, Sreedtag, Bbeiniuilasoo and 
Tunc. 

Mulsrec, Soodli and Mul.ir. 

Sonitb. Luucdbiiu and Bilawul. 


J i 






76 


OF BAGS AND BAOINBBS. 


Nama of Rogi, 


Cmnpoutuioti of 


Suctbulibh .... 

Suncurabliuiim 

Surd 

Buruswutoo ... 
Susirckha 


Gooiiculoc, Bainculoo, Gundbar, Ooojrco, Sbyaiu 
and Guur. 

Kidara and Bilawul. 

Bb3'rou, Soohu and Sciodh. 

Niituarayun, buncurabbiirun and Soodh. 

LuUt. Puucbutu, Tiluk, Suruug and Suuboo. 


T. 


Thoomree .... 
Tiluk-Catuod 
Toroe 


Tivekshun 

'irivcucc 

Tiiiic 

Tiinsi'Uii 


U. 


Ubliceroo . . 

Uhccree — 
Uhcer Xut 
Uhcor-lloup 

Uu'vec 

Uraua 


} 


Stincurablinrun and MariK). 

Kbutrai; and C.'IiiuhI. 

Utiaviiree and Khutnig. Some n<ld I»hiin:vsrcc. 
Others make it con.sist of Lulit, DhiUKiarcc 
atid DlionUrec. 

Uijuya, Ihirliuns and Ik'sec. 

Xutii.amyan, Jj'tsrcc and .Sttnurii. 

J^rcc llag, C:uihra and ULyriai. 

Dosoar, G'‘Uree, 1 oorbot* S<.jne, in the of 

j the hist, t»uy Lulit ; otherb lUbluts. 


Ciilian, Pcstcar, G(X>jrco iiud Shj'atn. 

•' Uhecrcc and Nut. 

; Dltnnasrcc and Tt>f>reo. 

I Iihr«u!brcc and Gound. 

, Mular and C^iuhra. 


OF THE RAGMALA * 

The personification of melodies in Ila^mala, or chap- 
let of melodies, is what I .shall next dc.scribc. Custom, wliicli 
has .subsisted from time immemorial, has rendered thi.s an 
essential branch of knowledge and polite learning. How 
far these symbolical representations are by native painters 
made to correspond with what they should represent, 1 shall 
leave to the decision of the reader, when he sees one, and 
compares it with the description which I shall here give of 
it. 1 shall, however, remark that the liagtuahu5 generally 
ofieretl for .sale are .sometimc.s so iticorrcct, that scarcely one 
of the representations is strictly in conformity with the 
• yU See Note 1, I'J. 
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description given in books. As painting is not now exer- 
cised in the greatest perfection in Hindoostau, it is probable 
that drawings intended in the original to represent one ob- 
ject were mistaken for another, and accordingly adopted 
in the copy. Subsequent copies were made in a similar 
maiiucr, former errors were perpetuated, and new ones added, 
till very little resemblance remained between the pictures 
of the llagmala and that which should have been represent- 
ed. The generality of amateurs are more solicitous of 
possessing a copy of the drawings denominated liagmala 
than of ascertaining its accuracy, for which indeed few are 
competent or will go to the trouble. The paiiiter, if he should 
eveu possess skill, as long as he can lind purchasers for his 
work, sees no reason for his being at tho pains of reforming 
the pictures to their original state of purity. I beg leave to 
quote the opinion of Sir Wm. Jones on the subject of Indian 
drawings. “ Wheuever the Indian drawing differs from the 
memorial verse in the lietnamalaj I have preferred the author- 
ity of the W'ritcr to that of the painter, who has drawn some 
terrestrial tilings with so little similitude, that we must not 
implicitly rely on his representation of objects.'" Vol. 1, 
p. 343. On the Antiquity of the Indian Zodiac. 

I.— BHYRON. 

This rag is pei*souiiied in the exact representation of Muha- 
dev or Shiv, one of tho thixie principal deities of the Hin- 
doos. lie is drawn as a suuyasec or Hindoo meudicmit of a 
comely aspect, having his whole body besmeared with ashes, 
his hair is clotted into knots, and from amongst them dows 
the impetuous Gunga. Ho wears bracelets on his wrists, and 
his forehead is adorued with a crescent. The monster apiK'ars 
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in the third eye situated between his brows. A hideous 
serpent is entwined about his shoulders and bosom, and from 
his neck is pendent a string of skulls instead of (lowers. 
The skin of the huge elephant is negligently thrown over his 
shoulder, and one of his hands supports a triple dart. Thus 
equipped, he is mounted on an enormous bull. SometinicH 
he is represented seated on the elephant’s skin, and the bull 
tied beside him. 

I. — B^j/nnre. 

This is one of the five wives allotted to Bhyron, and is 
perhaps not only the eldest, but also his best beloved— at 
least she seems to be the finst and most respected. 

Her form bespeaks a young and beautiful virgin of a deli- 
cate complexion, with beaming eyes ; her hair hangs grace- 
fully down to her waist. A white saree or sheet is tlirown 
over her slender form, and expo.ses her feet which are tinged 
red.* A garland of chumpa flowers graces her neck ; she is 
seated on the summit of a rock ; the cumul (lotus ) blooms by 
her side, and she holds a pair of munjeeras or little cymbals 
in her hands, with which she keeps time to the song or bynm 
which she api)ears to be singing, 

* Mr. Wilson, in bis transLition of the Mcgha Dut;i, in u note on 
verse 212— 

O'er every the f^inied footstep treads. 

Staining the soles of tbc feet with a red colur derived from 
the Lae, Ac., is a favorite practice of the Hindu toilet. It is tlius tie* 
^antly aUuded to in tbo (ide to one of the female i»cr8onific;itions of inuKK , 
tbc Ibtginec Asaweru^ 

Tbc rose hath bnmbly lx>wcd to meet, 

** With glowing lijM bor hallowed feet, 

** And lent tbern all its bloom." 

odes by John David PaterBon, Ehj., puYmbed in tbc new senes of 
Gladwin's Orantal MmctHafii/, Calcutta. 
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2. — Buraree. 

This young girl, the beauty of whose countenance is 
heightened by the contrast of her jetty ringlets, is engaged 
in dalliance with her lover. The color of her dress is white. 
Her wrists are adorned with Cunguu (bracelets), and her ears 
with the flowers of the Culpu-tiiroo. 

1 cannot account for the apparent incongruity in this and 
some other Raginees. She is one of the wives of Bhyron, 
and is here represented as deficient in her conjugal faith 
towards him. Ovid's advice “ to retaliate in kind*' cannot 
be properly applicable here, as the Hindoos are permitted 
by law a plurality of wives, but the women are not at 
liberty to mairy twice. But, have not the gods and 
goddesses been privileged in matters of love from all 
eternity ? 

3. — Mudhmadh, 

The complexion of this Ragince is of a golden color, and 
she appears to prefer that to every other lint. Her dress 
is of the same tinge, and her body is stained witli the fragniut 
die of the satli*on. She is engaged in the same manner as 
the preceding. 

It is to be observed for the satisfaction of the European 
readers that a golden complexion is as much admired by 
the natives of Hindoostan as a moon-faced beauty, both of 
which sound uncouth iu the idioms of Europe ; but it is to 
be understood that the latter of the two expressions has 
refercnco only to the pleasure which the beams of the moon 
diffuse, and not to its rotundity ; while in the former case 
respect is only had to the natural beauty of pure gold, and 
not to its actual hue. 



80 


OF RAGS AND RAG1NEG8. 


4. — Stndhvcc. 

The sangiiiuar}' disposition of this female is displaced in 
her features. She is clothed in red gaiments, holds a 
triple dart in her hand, and a do/)i£ A Mr* a flower hangs fnmi 
her ear. She is enraged at the delay of her lover, and waits, 
impatient for his arrival. 

5. — R^tmgaL 

A joginee or female mendicant or devotee. Her face is 
sprinkled over with ashes ; her body is stained with marks 
of ground sandal ; and her forehe.ad streaked with musk. 
Her clotted hair is tied in a knot ^ a 3 *ellow .sarec conceals 
her bo.soTn : .she holds a lotus in her right hand, and a triple 
dart in her left. This Raginee, although the native of a 
foreign and di,staiit land, appears in the costume properest 
for a wife of Bliyron. 

II.-MALCOUS. 

An athletic young man of ro.sy complexion, and intoxicated 
with wine. His vestments are blue, and he hold.s a stafl 
in his hand. A string of large pearls i.s hung round his 
neck. He is surrounded by women, wiiom he addresses with 
gallant familiarity. The jicarls are sometimc.s exchanged for 
the beads of such os he has conquered in battle. 

It is remarkable that, although wine is prohibited *by ilio 
religion of several nations, yet votaries to Bacchus are every- 
where to be found. Amongst Hindoos, some are not only 
permitted the use of thin intoxicating beverage, but it is 
even ofi'ered in libations by them to the gods ; while others 
abstain from it altogether. By the precept of the faith of 
Mohummud, its very touch is polluting. The poets, particularly 
the Moottulmans, however, arc very eloquent and lavish of its 
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praises. Scarce a work of fancy either in prose or verse is to 
be found in which some lines are not dedicated to the altar of 
the rosy god. Turn up the works of the admirable Hafiz^ 
almost at any page, and you will Ije convinced of it. The 
commentators on that work ascribe, it is true, a very different 
meaning to that word, but any unprejudiced person must 
find the construction rendered by the cominentators on several 
passages very much strained. Wine used by the natives of 
II iudoostan, both actually and fictitiously, is always taken to 
excess, so as to cause deep iutoxicatiou. 

1. — Toree. 

This delicate minstrel is clothed in a white sarce. Her 
fair skin is tinged anti perfumed with touches of camphor 
and saffron. She sliinds in a wild romantic .spot pla; lug on 
the voon. The skill with which she strikes that instrument 
has so fascinated the deer ill the neighbouring that 

they have forgot iheir p«X'^tuiv, .’id staml li.^tcning to the 
notes which she produces. T is one of the etVei ts of 
music attributed to the ancient musicians, ai. l cjulirmed e\cn 
by modern asseveration : vide [». 6. 

2. ^Gouree, 

This very young brunette has adopted the blossom of the 
inaiigoc for her ornament. She is endeavouring to Miig her 
favourite melody, but is so infat u. ’.ted aud intoxicated as t > 
be hardly able to proceed with it. 

3. — Goonctirec. 

The grief which is depicted in the air of this female, tlio 
tears whicli flow fast from lu r eyes, the scattered wiiilnoss 
c»f her hair which wantons with the breeze, the sighs which 
she breathes, aud the dejocled posture in which she is sitting 
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under the cndum tree, with her head leaning forwards, proTe 
the anguish of her heart fer the absence of her beloved* 

4t,^Cumhhavutee, 

This wanton beauty, neglectful of care, studies her own 
enjoyment : she is constantly immersed in music and danc- 
ing : mirth and pleasure are her constant attendants.* 

£. — Cooctihh. 

The revels of the pi*ecediug night have rendered her 
countenance pale, her eyes, though naturally sparkling, arc 
drowsy from want of sleep : the garlands of chumpa flowers 
with which she had decorated herself lies ccattercd about, and 
her dress is discomposed ; but yet she seems to loathe the 
light of the dawn, and would fain convince her lover that the 
morn has not yet blushed. 

III.—HIXDOL. 

He is seated in a golden swing, while a number of nymphs, 
by whom he is surrounded, amuse him with music and keep 
time with the rocking of the swing on v\hich he sits, in- 
dolently gazing on their charms, enjt»ying tlie sweets spon- 
tancously oflered to his shrine. Hi.s couiitenaiico is wan, 
which seems to indicate that, although an immortal, his 

* It is to the commentatorn 1 am iudebtod fur tbu solo occupa- 
tion of tbo goddesses, pic ^M.rc und dreas . the fact is, 

To sing, to fhuicc. 

To dress, and troll the tongue, and roll the eye, 
constitutes a very wcU educated female, uccordixtg to the ttuh<iiis of 
nindoostan. We cannot help, however, beiu,; pleased with the siuiplicity 
and propriety of taste, which gives Ut the graceful <»ni:iii)cutft of nafttre 
so prominent a part in the decoration of fetuiniue t>eauty.—li. II. 
Wilson *M Mcgha Duta, p. 70. 
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constitution is impaired by the early and unceasing career 
of pleasures and irregularities which he has pursued. 

1. — Ramcuree. 

The complexion of this nymph is pale, her dress is blue, 
she is decked with jewels, and her forehead is striped with 
infusion of musk. She has been disappointed in an inter- 
view she expected with her lover the preceding night ; while 
he, having had more important business in hand, perhaps a 
new amour, has just arrived after daylight, and is endea- 
vouring to effect a reconciliation for his late neglect. It 
is not certain how soon he will obtain his object, for, although 
we easily forgive those we love, yet the present affair is of a 
very serious nature. She is not only actuated by jealousy, 
but is also apprehensive lest her rival wean the affections of 
her beloved from her. 


2. — Dcsakh. 

In treatises on the Rags, this Raginee is de.scribcd as an 
enraged Amazonian, wielding a naked sword in her hand, 
with which she has overcome a number of foes and defended 
her lover who stands by her side ; but the general repre- 
sentation in the Ragmala is quite ambiguous ; there she is 
drawn in the figure of several athletic young men engaged 
in various gymnastic exercises, such as wrestling, casting of 
huge masses of stone, &c. It is quite uncertain what gave 
rise to this preposterous representation. 

3 — LxtXii, 

It is not satisfactorily explained why this beautifully fair 
creature, who is so overwhelmed with grief for the absence 
of her lover, should decorate herself with all her finery of 
dress, joweliy and flowers. 
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4 — liHuinthc. 

The priile of this H.igiiiee consists in the beautiful sym- 
metry of her limbs, and her solicitude to please her beloved is 
expresseil by the puiua she takes to adorn herself against 
bis arrival, whom .vho awaits with anxious expectation and 
beating heart. She is dressed in rose-colouivd vestments. 

5 — Piitmuiijaree. 

O the 2>angs of .^^c^Kiratiou : the 2>»)igiiancy of whose sting 
is known only to those who have felt its wound ! May iny 
readers, and 2»artieulai ly those of the fair sex, never ex2>eri- 
euce its fatal power ! 

The object now before us is (»ppressed with the dce|)ost 
anguish. She sheds incessant tears, which give her a sad 
and solitary relief, the only consolation her tender heart 
will admit. The flowers hung rouu I her neck no longer 
laugh in the bloom of fre.shness, the fever in her mind and 
body have witliered them to sa2>lc.ss leaves, which exhale no 
more their wonted [perfume. 

IV.— DEEPUK. 

Tlie flame which the ancient musicians are saitl to have 
kindled by the performance of this Rag is d' picted in his 
fiery countenance and red vestments. A string of large {a^arls 
is thrown round hi.s neck, and lie is mounted on a furious 
‘eleidiant accomi»anifc^l l>y several w'omen. lie is also ro2>ro. 
seated in a difl'erenl form. 

1 . — IJcsee, 

The excess of pas.sion to which this hlooruing Haginee is 
subject induces her to j>ay a visit to tier lover at his alxsle. 
She accordingly adds the a.s.si»!tance of art to the natural 
charms of her iHJrson, and imts her rcsolultoii inl<» pnictico. 
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2. — Camod. 

What troubles <aiid dangers will not love instigate one to 
uiidorgo ! When uiulur its influence what will not youth 
dare to accouiplish ! Here we see a nymph forget the natu- 
ral delicacy of her sex, and venture alone in the desert in the 
hideousnesri of night. She quits her soft bed and friendly 
neiglibourhood, and traverses unaccompanied the w’ildernc'js 
infested with ravenous beasts. The chance of an interview 
with the object of her love she considers well wortli the 
risking of her life and character. A thousand fears now 
mock her fortitude when she finds herself at the place of 
assignation alone, for he, on whose account she has staked all 
thi.s, is not yet there ! The timidity of her sex then displays 
itself. She starts at the fall of a leaf, and melt.s into tears. 
She has on ii short white boddice, and piisses unnoticed under 
cover of a red saree. 


3— AV. 

This young raaiden prefers the career of gloiy* to that of 
pleasure. She is adorned with jewels, and Inw clothed her- 
self in iiien’.s attire, and being mounted upon a furious steed, 
Alinerva-like, engages in battle with tho.se of the opposite 
sex. Her countenance is flushed with the ardours aud fatigues 
of such an undertaking. 


4.— ATdani. 

The subject of this Ragiuce is a masculine character. 
The young man in white gannent.s wields a sword in his 
right hand, and in his left grasps the tusk of an elephant 
which ho has rooted out. A biird standing beside him recites 
the praises of his valor. 
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V.-SREE. 

A handsome man dressed in white, or some saj in red. 
A string of crystal and ruby beads hung round his neek. 
He holds a lotus flower in his hand, and is seated upon a 
cai*ved throne ; musicians performing in his presence. 

1 .— 

Although love bolds an exalted rank in the music of 
Hiudoostau, as it does in that of other countries, and 
iustauces are not wanting of its existence in a reflned state, 
yet, the beauties of nature are allowed to arrest their share 
of attention. The fascinating creature before us is an 
example. She is clad in a flowing yellow robe, and sits 
under a maugoe tree, in the society of her female companion, 
enjoying the verdure and luxuriance of the extensive scene 
before her. 


2.— i/artra. 

Her dress is of gold brocade, and she has a garland of 
flowers round her neck. She sits in anxious expectation of 
the arrival of her lover. 


3. — Dhunaaree. 

We cannot but sympathise with solitary grief in a beauti- 
ful female. There is something so irresistible, that we 
naturally feel inclined to become acciuaiuied with the cir- 
cumstance which gave rise to her misfortune, not by a vain 
curiosity, but with the view of affording her any consolation 
which may be in our power, and of sympathising with her 
in her griefs. The misfortunes of the subject now under 
consideration proceed from the absence of her lover, and 
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that she has long languished is evident from her emaciated 
frame. Her dress is red, and avoiding the society of her 
friends, she sits alono under a Moulsree tree, venting her 
griefs to the woods. 

4u-^Buiuut, 

Busunt is the spring of Hiudoostan, the time of mirth 
and festivity. The hero of this piece therefore is the volup- 
tuous god Crishnu, who is represented in bis usual costume 
and occupation. His vestment is tinged red. HU head is 
adorned with his favourite plumage, extracted from the tail of 
the peacock ; iu hU right hand he holds a bunch of mangoe 
blossoms, and in the loft a prepared leaf of the betel tree. In 
this manner he stands in a garden surrounded with a num- 
ber of women os jolly as himself, and all join in the dance, 
and sing and play a thousand jovial tricks. 

5.— rce. 

The hidcousuess of this picture is mitigated only by the 
delicacy of the principal figure. Her dark-brown complexion, 
the monstrous snake which entwines her arms and legs — her 
hair tied in a knot on the crown of her bciid — the wild 
solitude of the rock environed with waters where she sits, 
are all beautifully relieved and contrasted with the fine out- 
lines of her features, the white sheet gracefully thrown over 
her, (which is sometimes changed for a covering of leaves,) 
and the streaks of dissolved camphor with which she has stain- 
ed her forehead. 

VI.— MEGIL 

This is the only Rag that bears a masculine character. 
He is I'epresoutcd of a dark complexion, his hair is tied in «*i 



88 


OF RAGS AND RAGINEES. 


knot on the crown of his head, and iu his hand he balances 
a sharp-edged sword. 

1. — Tune. 

Various expedients have been resorted to by love-sick 
maids to allay iu some measure the fever raging in tlieir 
veins. The object of our present inquiry, labouring under 
its influence, lias ai)plied to the crown of lier head the leaves 
of the lotus, which is said to possess refreshing qiiHlitics. 

2. — Midar, 

The frequent representation of scenes of separation, and 
the consequent grief attendant upon it, recalls to one's iniiid 
the sad history of ancient llin loostan ! As I review tho 
Ragmala, which I peruse as pictures of real life, I am aflected 
with sadness at the deplorable state in which, in farmer times, 
the female sex particularly subsisted. Various sources of 
abject injustice and oppression still exist ; but as they aro 
rendered sacred by their laws, and they have been habituat- 
ed to them by custom which has prevailed from time im- 
memorial, the poor women acquiesce under them without 
murmur. Some causes, Imwever, have been removed in tin* 
British territories, which must be a source of great comfort 
to them. The convenience of travelling iu these days, even 
with women, children, and property, must be reckoiied aa 
one of the foremost. Such ancient princes of ilindoostan 
who aflbrded convenience to travellers are some f»f the most 
celebrated amongst them ; and the construction of high roads, 
bridges, tanks, wells, and choukees, for public use and protec- 
tion, arc amongst the most meritorious acts of their r4'ligioii. 
The pious and chaste Ram Chundru of Ujodhya is celebrated 
for bis great care in these mailers. 
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Tlii.s llfi^;inee is deliiicatod of a complexion wan and pale ; 
she is decorated with the white je.-^saniine, and sits sad and 
solitary, endeavouring to soothe and dissipate her melancholy, 
with the tones of the Veen, in happier days her delight ; but 

“ In vain the lute for hiirtnonj' is strung, 

And rfuxnd the rohc-ncglcctcd shoulder Lung ; 

And faltering accents strive to catch in vain 
ller race’s old comiuctnorativc strain ; 

The falling tear that fn»in reflection spriiigt:, 

CoiTfjdcs iiicessantl}' the silvery strings ; 
nocuiTiiig woo still pressing on the heart, 

The skilful hand forgets its grateful art ; 

And idly wandering strikes no lucasured toic’, 
liut wakes a sad wil l warlding f its own. 

At tiinos such S‘dace aniiiuites her tnlxhl, 

As wid'.»wed wives in cheerless absence fiu.i." 

3. — Go<*ji'cc» 

The tenor of this picture i.s not evident. It presents a 
young female niin.strel, of a delicate voice u:id ciigaging mien, 
dressed iu yellow short stays and red sarce, and adorned with 
jewels. 

4 . — Bhoopalee. 

'I'liis is some hai4)y nymph engaged in dalliance with her 
lover. A white saree is thrown over her body, which is 
stained with the fragrant saffron. A garland of tlowers 
adorns her bosom. The favoured youth sits by her side, 
round whose neck licr arms arc tuifolded. 

I'l.^Dcscar, 

There is no material difference between this and the 
preceding delineation. The characters by which we distin- 
guish them are, the .string of pearls substituted for the 
llowers, and the marks with which she has stained herself 
are of ground sandal. 
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Several instruments are to be poen in the hands of AjHdlo’s 

muses, which might give great light to the dispute between the juiricnt 
aud modern music ’—AJd*fon. 


Thar jirrcsiut ftati ntuctyttf/h of iiu prove inf ni. Th^r rlanhf.catuM;, 

Ditc.ilid iUscnpUo.i of Oil, tmrai xi^^trinoentt mne i>» uje. 

Ilow proud soever the people of Iliiuloo.stan may he of 
their musical instruments, I am of opinion, as I have already 
observed, that they are susceptible of very important im* 
provemeuts. The defects which have come under my notice 
are of t\vo sorts ; the first regards the materials of which they 
are made, and the second their construction. 

Witli respect to the first of these defects— the materials 
of which their mufeical instiumeiits arc made, it appears tliat 
very little attention is j>aid tu it, as if it were imiuaterial wliut 
substance w^as employed for the purpose. This waiit of 
choice is infim.-nced by pecuniary considcratiuns, as well as 
want of ingenuity. It cann-.t lx* supposed that such care- 
lessness jirevailcd during the ll carisliing jieriod of the Indian 
em2»ire ; but that from the commencement of its decline a 
check had be 1 !i oj)2X).seJ to its further reiineiiient is what 
perhaps all wiii allow. At J’Vp i nt, for reasons oflered in a 
preceiling part of the \,vrk, it \\i:l appu^r reasonable, that, fur 
from expecting a pro-- 've improvement, \ve hliould ratlier 
be prcijured t » aijticj]).i; : ihi’! ii' lile science on the wane in 
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the aamo portion as the decline of its empire, and the 
consequent decrease of knowledge and depravity of the 
people of this once celebrated country. The root of the 
venerable tree being sapped, its blossoms are no longer sup- 
plied with nourishment by the branches which they were 
desigiied to decorate, and must soon decay. The security 
and stability proffered from political motives by the British 
Qovernmeut to the native chieftains has, perhaps, materially 
conduced to render them luxurious and ehbmiuate in a still 
greater degree than the climate to which those vices are 
generally attributed ; and these have been the bane of the 
music of Ilindoostan.* In Europe professional men are 
always employed in the const riu'tion of all instruments and 
engines, or at least their advice is solicited, and suggestions 
acted upon ; hero, the making and fitting up of musical in- 
Btruiuents is entrusted entirely to persons who are ignorant 
not only of the merest elements of music, but who, besides 
manufacturing musical iustruiueuts, are general carpenters 
and other arthicers, who if they even possessed the abilities 
could not afford to waste their time in experiments for the 
improvement of musical iast runic nts, the number rather 
than the quality of which would cnsiii*e the greater gain. It is 
on this account that the better musicians prefer to patch and 
mend their old iustriiments rather than construct new ones, 
of which to find the just proportions, they lack the abilities. 
Khooshhal Khan and 0<>mraw Khan, Veenkars, mentioned 
before, have in their possession the instrument on which their 
grandfather Jeewun Shah used to ravisii his aiulienco. Some 
no iloubt are not aware that a difference of material produces 
any difference in the tone of an instrument. There i^ an 

* St- :;i. ina ivll -wiiii;. 
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anecdote of a Rajah, who in token of his approbation pro 
seutcd a fiivourite player with a silver ^arunffce^ on which ho 
was to j>erforni before him.* 

It is problematical whether a violin of the sort just men- 
tioned could produce sounds sufficiently sweet to arrest any 
attention ; but it cannot certainly be denied that a good ptj- 
former on any instrument, whether musical or other, can do 
more execution on one of inferior quality than can be pro- 
duceil from one of a far superior quality put into ihe haiitls 
of a person who is only an iiiferi('r arti.st. 

Drums and tabors of all sorts are cjvon-d with goat's skin, 
fresh, and in an unprepared state ; the body and neck of 
Sa nt jwes ixre made of wood, one entire piece, excavated, the 
top covered with skin instead <>f tliin light board ; the flutes 
are pieces of the bamboo cane, formed by uatui o, and gene- 
rally bored without regard to just proportion. It is not, 
however, tiie musicians that are entirely to blauio for making 
use of such imperfeet instruments. A musical instrument 
of the iii'at class requires so much time and nicety in its 
construction, hesides scicutiiic skill in the maker, that the 
musicians of ]Iiiidoo>tan eumot iMiw-a-»iay.s aifonl to pay f'r 
one ; indeed, on this a. Count one is not procurahlt'. What 
oxtravagaiit suins w< re paid l»y the ( Irceks even for their 
flutes ! The more respectable performers in this Country, if 


• T!. ' VC i-> a .•sijiii'. it llic fiiit i I.r -st ir<ii 

•'.u t tLu '.clebratyJ jiaintcr, :»t las tiiiic l.>r a!» j;l \ if!iu 

I'iity. I , .'tn-i wa.- ovt.'j |>r'j;\:'..'Wiially by Ihv Dulo* *<! Milaij, 

l!i tb'j f-k'.-n ii i.f hi*- liJc, i i-. Li- < ij luiiitm,;. 1-. thi« 

-iJiyilar -t it 'jrncTit . '• Vij» i L i ] ^ vi .Ltj nj ^i;v.•r rii i iv f >»■ hiiii, ul.ich \v.»>v 
in the 1 I Ij- !.'- tV liCi an i he Hurj'.ih-c'l M!i thiH iuhtr itiicnt 

il! oihvt vidlii. jil iVMO, ' 
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they would be well paid, should rather keep up a largo 
retinue than really superior instrument. 

As for the defects which regard their construction, there 
is one, which exclusive of other minor ones, is found to affect 
lliem all. I mean that material radical irn[>orfecti()n which 
will not admit of a change of keys. They liave likewise no 
method of tuning their instniinents to a certain pitch, but 
arc guided in this respect merely by the ear. 

If an opinion might be hazarded, wliy no person has 
endeavoured to rentier instruments playalde in every key, 1 
should suppose the reason to be this : A drum or tab(*r. the 
sound of which is necessarily monotonous, is an ever-attend- 
ant and inseparable eompanion to Indian songs, wh^jlliL-r 
any oilier instrument be present or n(*t. Its sound is taken 
as the key-note, and all other instruments that may be pre- 
sent, and the vnice, are regulated by it. Fivni tins it should 
appear tliat as long as the u>e of the drum or tab;>r is not laid 
aside, there will be no necessity ibr change c-f keys, and the 
rythmical nature of Indian music renders a liberal use of t!;0 
drum more esseniiiil, in order to mark the time di^tinctIy, 
than any otln r accompaiiinient. 

Musical in^tnimeiits are divided into four classes — 

1. Tilt, Suvli as arc strung with wires or gut are thus 
denominated: The Rubab, the Tumboora, the Siiar, the 
♦Sarungee, the Veen, and the Qanoon, belong to this ela>s. 

2. Ihtut. To this division arc referro\l all those which 
arc covered with skins, as the Mridiing, the Dholkce, the 
Tublas, the Ikiera, the Duph, the Xiupiara, *Ji:c. 

3. (iliun. Tlio.so are instruments of percussion, and used 
two at a time. The Munjoora, the Jhanjh, the t'urtar, ,fcc., 
vVymhals, Castanets,) an* of this description. 
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4. Sooghur, Wiinl iiistniincnts arc classed under this 
name. The Surnaic, tlie Baiislee, the Toivy, Ac., are exam- 
pies of it. 

The grand inatruiueutal music of Iliiidoo.stan is (he 
Noubut, and the iiistrumeuts iLsed in the cabinet are (he 
Mridung, the Dholkee, the Tubla.s, the Daera, the Duph, llie 
Munjeera, the Curtar, the Sarungee, the Tuiiihoura, the Sitar, 
the Rubab, the Veen, the Qanoon, and the Jian.slce. Five cf 
the litst are occasionally plaj'ed solo : tho re.st are used as 
accompaniment either to these, or to the voice. 

({f (he yonbiit. 

The Noubut i.s the graudest in.strumentul music of Ilin- 
doostan. It is a concert, and the inslruments which comprise 
a full baud of the Soithut Khanuh are two pairs of 
one pair of large NyHhufs, one (^una, one Tt>rui/, one pair of 
Jhanjhs, two Surna, two -»Vwy, two one Ritshffn 

Choukee tSarna^ and one pair Qidam llules, and iiageoluts. 

The effect produced by tlie joint elTurts of expeit per- 
former.s is con.siderably iinjni.'siiig, and should In* witiu^M-d 
to be pn>per]y appreciated. It is hearJ to advantage fioin 
.some distance. 

THE MRIDUNG, THE DHOLKEE AND THE TURLA.S. 

These are drura.s, and ditVer from each oilier in fonn, 
cou.struction, and likewi.se in the luanner of playing. The hrsi 
is the most ancient, and i.s (»nc of those iuhtruiueiits \\hich 
accomiianied the voice in the more clniste ug^ .s , the Dholkee 
is generally preferred by amateur perf»>rujers, and is ilu- 
domestic and homely compaiji‘;ii to the lau.sic of the xinimli 
tiled female; and the litht, les.s •'••kmn limn (lie Miidun;r, 
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more adapted to accompany light ainl trivial composi 
lions, is selected as the fittest counterpart with the Sarnngf e 
to the silver tones of the modern meretricious Hindoo 
dancing girl. It is from In ncc evident, that the two last are 
modern licentious inventions, unknown to the ages when 
music l)realh(?d sacred and solemn numbers. 

The Mriduiig is a hollow cylinder of wood, resembling a 
cask, open at both the ends, which aie covered with crude 
goat’s skin of different thickuesscs, so as to produce differ- 
ent soiiiuls : one end has likewise a coating of a composition 
made of rosin, oil, &c., applied to the inside, ami is tightened 
with leather braces like our tlruius. The Dholkeo is similar 
to this, only the iliameter bears a greater proportion to the 
length, and is a lighter and inure delicate instrument. The 
braces are strings. The dilTorcnce between both the abuve 
and the Tiibla is, that the latter are always used two to- 
gether, the one being tlic treble and the other the bass, 
which however may be considered as one iu.strumeut, divided 
from the middle for the sake of convenience. 

The method of playing on these instruments is curious. 
They are .struck with the fingers and palms of both Lands, 
and it is .surprising what variety of measures, and changes of 
the same measure, expert players can produce on them. It 
is allowed to be more difficult to describe the manner of 
using the blow-pipe than of acquiring its use : tlie method of 
playing on these instruments is absolutely indescribable, and 
is only to be learnt from a nia.>ter, chiefly by imitation and 
long practice. 

THE DU PH AND THE DAERA. 

The first of tlhjse is an octagon frame of wood, about three 
feet in diameter and six inches deep, covered on one side with 
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skill, tbe stress of wliicli is coiinterbaJaiKvJ on the otlier witli 
a net-work of thin slips of the same. Tlie skin is struck 
upon, in playing, with the fingers of the right haml, while a 
tender flexible switch, liekl perpciuliciihirly over the instru- 
ment with the fore-finger of the left, is made to strike on it 
with the middle finger at stated intervals of the measure. 

The Daera, as its name imi»lies, is a circle of wood, metal, 
or other material, covered oi: one side, as the preceding. Its 
diameter is generally* about 11 or 12 indies. Tlie light hand 
lingers are applied in the same manner as in using the Du]»li, 
and the thumb of the left is thrust into a string passed 
through a hole on one side of the circle, so as to form a rot 
or support for that hand a little above the centre, against 
which the knuckle of the middle finger is pressed on the in- 
side when a rise in the tone is desired, 

lloth these instruments are now almost entirely used by 
amateurs, althougb the former is sumetiines played upon by 
professional men of the lower older. Tliest? instruments 
may be compared to the Tambour de basc^ue, Tabrct or 
Timbrel of the ancients. 

THE MUXJEERA AND THE CUitTAK. 

These are Cymbals and Castanet.';, and are of no other u.se 
than to mark the lime distinctly, which, us 1 have already 
several times noticed, i.s the very life of rythiuical music. 

THE SARUNGEE. 

The Sarungee is the fiddle of Ilindoostan. It is strung 
with four gut strings, and played with a bow, the hairs of 
which are loose, and tightened with the Land ut the time of 
playing. The two lowest strings are tuned to KharuJ^ and the 
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others to a perfect fourth. The instniment is held in a posi- 
tion contrary to that in which the violin is used ; that is^ in 
the manner of the bass violin ; and the fingers of the left 
hand do not press upon the strings, but are held close beside 
them, while the right hand draws the bow. 

Besides the gut-strings, the instrument has a number of 
metal wires, generally thirteen, of unequal lengths, which go 
under the gut-strings. These wires are tuned to the mode 
proper to the Raginee intended to be played. The bow can 
never touch or approach them, so they are of use only to 
reverberate with the sound of the gut-strings. This proves 
that the musicians of Hindoostan are aware of the fact that 
sound propagated on one string will communicate vibration 
to another that is in unison with it, or the difference of 
whose tone is exactly an octave. 


THE TUMBOORA. 

The Tumboora or Tanpoora is another very ancient in- 
strument, and the simplest of all those of the guitar kind. 
It somewhat resembles that instioiment, but has a very long 
neck without frets. The body is generally made of about 
the two-thirds of the dry shell of a gourd, the top covered 
with a thin board. It is strung with three or four wire 
strings, one brass and the rest steel. The lowest is tuned 
to the key note, and the others to its quint and octave 
above. These are struck alternately, the instrument reclin- 
ing on the shoulder. Its use is calculated, as the name 
indicates, to fill up all pauses and vacuities in the song, and 
likewise to keep the songster from straying from the tone 
which he originally adopted. 

M 
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THE SITAR. 

This is likewise a modern iustniment, and was invented 
b}’ Umeer Kbosro of Delhi. It resembles the lost mentioned 
instrument, but is made a good deal smaller, and has mov- 
able frets of silver, brass, or other material, which arc fastened 
with catgut or silk. Seventeen frets are generally used, 
and as they are movable, they answer every purpose 
required. The shifting of these to their proper places 
requires a delicate car. 

This instrument derives its name from si Am* signifying in 
Persian ihree^ and tar a string, as that numl>cr is com- 
monly used. More modern performers have made several 
additions. 

Of the three wires, one is steel, and the othera brass. 
These last are tuned in unison, and are called Khuruj from 
their sound, and the other is a perfect fourth to it. The 
fingers of the left hand slide over the frets on the finger- 
board, and stop the notes in the same manner as on the 
guitar, and the wires are struck with the fore-finger of the 
right, to which is fitted a kind of plectrum or instrument 
calletl a 3fi:rah* made of a piece of wire curiously twisted, 
to facilitate the various motions of the finger. 

The Si tar is very much admired, is used b<»lh by profes- 
sional men and aniatours, and is really a very pleasing toned 
instrument in the Lauds of an expert performer. 

THE RUBAB. 

This instrument is strung with gut-strings, and in shape 
and tone resembles a Spanish guitar. It is played with 
a plectrum of horn held between the fure-fiugcr and thumb 

• From tliC Arabic verb ^ to ulrikc. 
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of the right hand, while tlie fingers of the left stop the 
strings on the fingerboard. I have heard some performers on 
this, who are said to excel, and their perfonnance certainly 
deserved praise, for the delight with which they inspired 
their hearers. The Puthans are remarkably fond of this 
instrument, which is very common at Rampoor. 

THE VEEX. 

The Veen is one of the most ancient of the musical iustni- 
ments of Iliiidoostan. It was played upon by the minstrel 
Mooni Narud, to whom the credit of its invention is allowed. 
It is the instrument of the greatest capacity and power ; and 
a really superior Veen in the hands of an expert performer 
is perhaps little inferior to a fine-toned piano, and indeed, f>>r 
Iliudoostanec music, tlie best devised, and calculated to be 
fidaptedjto all practical moditicalious. 

Although the Veen has a fingerboard and frets, it is not 
strictly confined in its intonation, as a guitar, a pianoforte, or 
au organ is ; for it is so dolicate an instrument, that the 
slightest difterence iu the pressure t>f the Huger, or of its 
distance from the frets, will cause a sensible variation in the 
tone, of which a good performer avails himself. Ileuco 
results that beautiful nicety of just intonation in every mode 
which charms the musical ear. To convoy a correct idea of 
this beauty, we need only observe that the superiority of the 
violin over most other instruments is to he derived from this 
source. 

The Veen is stning with seven metal wires, three steel and 
four brass ; hut a.s is the Ciwc with the Sitar and the Rubab, 
the melody is generally played on one of the steel wires, and 

the rest arc chiefly for accomiKiniment ; several fingera of 

M2 
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the right baud striking simultaneously on several of the 
wires : each of the fingers to be thus employed is armed with 
a plectrum usually made with the large scales of fishes, and 
fastened on with springs, or tied down with thread. 

THE BANSULEE, OR BUNSEE. 

The flute was formerly a very favourite instrument, and is 
said to have produced wonderful effects in the hands of the 
god Crishnu. There are few professional performers on this 
instrument now. 



OF THE VARIOUS SPECIES 

OF 

VOCAL COMPOSITIONS OF HINDOOSTAN. 


Twenty different species described. 

The most ancient sorts of composition arc, 1st, the Oect ; 
2ud, the Took ; 3rd, the Chhund ; 4th, the Pruhiind ; 5th, the 
Dharoo ; Gth, the Dhooa ; and 7th, the Mun. These are 
01110 ( 13 ’ in the Sanscrit, and difficult both of comprehension 
and execution. The first four I have beard ; but much of 
these is not known in these days. 

The various species of the more modern compositions are 
the following : — 

1. The Dhoorpud. This may properly be considered 
as the heroic song of Hiudoostao. The subject is frequent- 
ly the recital of some of the memorable actions of their 
heroes, or other didactic theme. It also engrosses love mat- 
ters, as well lus trifling and frivolous subjects. The style is 
very masculine, and almost entirely devoid of studied orna- 
mental flourishes. Manly negligence and ease seems to 
pervade the whole, and the few turns that arc allowed 
arc idways short and |)eculiar. This sort of composi- 
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tion has its orig^in Troin the time of Rajah Man of Giialiar, 
who is considered as the hither of Dhoorpud singoi’s. The 
Dhoorpud has four Tooks or strains,— the 1st is called 5M«/, 
Sthaec, or Bedha; the 2ik1, Untuni; the 3rJ, Vbhog ; and 
the last, Bhog. Otliers term the two last Vbhag, Dhoot'jmds, 
in which the names of flowers are introduced, in such man- 
ner that the meaning will admit of two diflerent constnic- 
tious, are called Phoolpund ; and two Dhoorpud^ which corre- 
spond with each other in time, syllable, and accent, are deno- 
minated Joogool. 

2. Kheal. In the Khcal the subject generally is a love 
tale, and the person supposed to utter it, a female. Tlio 
style is extremely graceful, and replete with studied elegance 
and cmbellishmeuta. It is chiefly in the language spoken 
in the district of Khyrabad, and consists of two Touks. 
Sooltan Hoosyu Shurqee of Jounpoor is the inventor of this 
class of song. A species of this, consisting of only one Took^ 
is called Chootcula ; another, termed Bunvec, comprises two 
TookSf and is in the Poorbee tongue. 

Although the pathetic is found in almost all species of 
Hiiidoostanee musical as well as poetical compositions, yet 
the Kheal is perhaps its more immediate sphere. The stylo 
of the Dhoorpud is too ruasculiue to suit the tender delicacy 
of female expression, atid the Tuppa is more confonnablt* to 
the character of a maid, ivbo inhabits the shores of the 
Ravi, (and has its connexion with a particular tale,) than 
with the beauties of Iliudoostan ; while the GhuzaU and 
Rekhtm are quite exotic, transplanted and reared on tlie 
Indian soil since the Mahomedau conquest. To a person 
wh<> uhderftla!i«ls the language sufliciently, it is enough to 
hear a Lw good KheaU, to l>e convinced of the bcaatics of 
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lliudoofttancc songs, both with regard to the pathos of the 
poetry and delicacy of the melody. 

3. Tvppa, Songs of this species are the admiration of 
Iliiidoostan. It has been brought to its present degree of 
perfection by the famous Shoree, who in some measure may 
be considered its founder. Tuppas were formerly sung in 
vei-y rude style by the camel-drivers of the Punjab, and 
it was he who modelled it into the elegance it is now sung. 
Tuppas have two Tooks^ and are generally sung in the lan- 
guage spoken at Punjab, or mixed jargon of that and II in- 
dee. They recite the loves of Heer and Raiijha, equally re- 
nowned for their attachment and misfortunes, and allude to 
some circumstance in the history of their lives. 

4. Thoomree. This is an impure dialect of the Vrnj- 
bhasba. The measure is lively and so peculiar, that it is 
not mistaken by one who has heard a few songs of this class. 
It is useless to waste words in description, which must after 
all prove inadequate, of a subject which will impress the 
mind more seusibly when attention is bestowed on a few 
songs. 

5. Rag-Sagui'f or the ocean of Rags. It is a species of 
Rondo, which commences with a particular Rtg, Each suc- 
cessive strain is sung in a difiereut A’ay, and at the end of 
each, the first strain is repeated. 

6. Ilolec or llorvcy consists of four Tooks or strains like 
Dhoorpudy and the stylo is peculiar to itself. 

If the songs of Ilindoostau were classed by subjects, per- 
haps that which recites the amours of Chrishnu would bo the 
most voluminous. The ago of that voluptuary fonus a very 
importaut era in the history of India, and it is not to bo 
^YOlulcrcd at that it should so materially iufiueuco their song. 
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Ever}' uatiou has celebrated the v^dorous deeds of its heroes 
in song, and so have the natives of Hiudoostau done. 
Numerous compositions are in csistencoi which recite the vic- 
tories and virtues of their ancient princes and hcx\>cs. The 
joys of love, however, have everywhere been more numer- 
ously sung ; and so has Crishnu, who is represented as the un- 
rivalled Damon, Paris, and Adonis of Hindoostan ; all the ex- 
cellencies of these are united in him. Eijually amorous in 
his own turn, and beloved by all the fair without exception. 
He is emphatically styled “ Mohun,^’ or the enchanter. Ilia 
person was so graceful, that every woman who once beheld 
him, became instantly enamoured of it. Ills pipe possessed 
such irresistible attractive charms, that none who ever heard 
it could attend to any thing else, however serious, incum- 
bent, or necessary. It diflused a sort of phrenzy along with 
its tone, the influence of which could not bo withstood by 
any woman of Vruj. Neither the usual cares of the house- 
hold, the desire of arraying so natural to the female sex, nor 
the threats of the enraged husband ; no, not even the atten- 
tion due to a hungiy and ciyiug infant could for a moment 
detain her from following the impulse occasioned by the 
sound of Crishuu^s flute. 

1 have observed above, that songs which have love for 
their theme, arc more numerous amongst all nations. In 
Hiudoostau there is one other motive for their being 
esteemed— being the acts of the god Crtx/tsn, they arc con- 
sidered as pious hymns. The old sing them os acts of de- 
votion, the young derive pleasure from their contents ; by 
the pious they are held sacred ; while the profane And in them 
many things which they glory either to have themselves 
performed, or should have been glad to Lave had it in their 
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power to achieve. The wise man has folly enough to be 
beguiled by them, and the fool possesses suflScieut taste to 
relish their beauties. All, in short, agree in admiring songs 
of this class, how different soever their motives might be for 
this predilection in its favor. 

The scenes of Crishnu’s frolics were the villages of Gocool 
and Mutboora, on the opposite banks of the Jumna or 
Yamooua, and the wilds of Vriudabun. Xo milkmaid could 
here pass without being attacked by the amorous Crishnu. 
All Hindoo women went a watering to the Jumna with 
pitchers on their heads or under their arms, and never re- 
turned without at least an amorous embrace or a kiss. 

These are recited in the holee». One song of this class de- 
scribes a maiden reproaching Crishnu with his audaciousness 
in taking liberties with her ; another admires his comeliness 
and extraordinary address. One with beating heart warns 
her female friends to bo cautious how they venture to the 
river-side alone ; another with tciirs in her eyes states her 
doleful tale, how she has been roughly treated and shame- 
fully abused by the god. In this a forsaken girl bemoans 
her fate, and imprecates her rivals ; in that other she declares 
the excess of her passion, and fondly confines the god in 
her arms. One declares her resolution of bearing no longer 
with his insults and oppressions ; another congratulates her 
friend's arrival at a village like Gocool, where love revels. 
The forcible seizure of milk or a kiss forms the theme of 
one song ; while in another you hear them bribe his stay 
with both. Some adore him as a god, others esteem him 
as a lover, and a few treat him as an impudent fellow. 

7. Jut. A few bemistichs, each iu a different diidoct and 
Rag, 
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8. Timit and Turana. No words arc adapted to these. It 
being considered necessary, however, to utter something for 
the easier and more perfect vocalization of this species of 
music, the following set of wonls has been adopted for 
this purpose, without regal'd to the order of succession 
here set down. 

There is a tale connected with these words, wliich is in 
almost every ones mouth, and therefore not necessary to be 
inserted here. 

9. Surpnm — Is sung with the notes contained in the II in- 

dee .scale as the name implies. It is literally what 

we call Solfii-ing or Solmization, although it is not now in- 
variably used with the same view. 

UL Bishnoopud* This a .species of Hindoo hymn.s. It 
was founded by ShoordaSy a blind poet and musician, and is of 
a moral tendency. 

11. C/niioorung — Is four strains: 1, Kheal; 2, Turana; 
3, Surgum ; and 4, Tirvut. It is of modern invention. 

12. GJiuztd and Rekhta, Tht.se are in the Ordoo and 
Persaiu languages, and differ from each other, according to 
some, merely in the subject they treat of. Tlie former has 
for its theme a description of the beauties of tlic beloved 
object, minutely enumerated, such as the green beard, inole.s, 
ringlets, size, shape, &c., &c., as well as his cruelties and 
indifference, and the pain endured by the lover ; whilst in the 
Rekhtu he eulogizes the beauty of the beloved in general 
terms, and evinces his own intention of persevering in his 
love, and bearing with all the difficulties to which lie uiigiit 
be exposed in the accomplishment of his desires. They con- 
sist mostly of from five to ten or u dozen couplets. One 
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81 >ecies of those is termed Charhyt^ and contains only four 
couplets, as its name indicates. 

115. Dadra hwOl Nucta — Are of various lengths, and gene- 
rally in the dialect spoken in the districts of Bundelkhund 
and Ihighelkund. The subject is almost universally mean — 
the petition of the fond woimin for the acquisition of the 
most trifling favors. 

14. Oiirca. War songs in praise of valour. This is gene- 
rally in the tongue spoketi by the Rajpoots. It is the 
profession of a class of songsters denominated Dharees, 
Those in the language of Vruj and Gualiar are called Sadra, 
One species (*f this, in very lengtheiK?d couplets, Is termed 
Buffud. Those in the Charnee tongue are denominated 
Bur. 

15. Pahia. Criulle 8t>ngs or hymtis. The subject is appro- 
priate. Childhood and ble^-sings for longevity, Ac. 

10. Sohht i.s sung on marriages. 

17. Moulood, One or two hemistichs in praiv.' of the 
Almighty, or of Mahomnunl. It is chiefly in the Arabic. 

Rs. Stood, In praise of superiors. 

1!). i^oulj (pilbuiia and Kovl are in Arabic. These are 
sung by Quvvals. 

20. Zirrcc. The subject of these is morality, and is sung 
in the dialect of Goojrat. It was originally introduced in 
Ilindoostan by C»a/.eo Muhmood. 



OF THE PECULIARITIES 


or 

MAXNEKS AND CUSTOMS IN HIXDOOSTAN, 

TO WHICH 

ALLUSIONS ARE MADE IN THEIR SONG. 


TSTieu she spoke, 

Sweet words, like dropping honey, she did shed ; 

And ’twixt the pearls and rubies softly brake, 

A silver sound, that heavenly rausic seem’d to make.— Queen, 

The winds were hushed, no leaf so small 
At all was seen to stir, 

Whilst turning to the water’s fall 
The small birds sung to her. ^.Droi/fon't CUmtUa. 

I s.'iw a pleasant grove, 

With chaunt of tuneful birds rcsounfling love.— MiUon, 

Earth smiles with flow’rs renewing, laughs the sky, 

And bids to lays of love their tuneful notes api>ly,— 


lii cJiaractmitic nature. Rcatora amgntd fur ttvnal of ihm, uhich imo >io 
htiQtr exist, and exa/nj/Us produetd. 

It will perhaps be desirable to expatiate a little on such 
parts of the prevailing manners and customs of ancient 
Hindoostan as influence their music. The songs of a nation, 
as well as its poetry, go a great way towards developing its 
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domestic practices, rites, and ceremonies, as also its habits 
of life. Those of Hindoostan are very characteristic, and it 
is perhaps, as is justly observed, owing to this happy union 
of melody and poetry, when judiciously adapted to each other, 
that we can reconcile ourselves to the extraordinary power 
music is said to have anciently possessed over the human 
soul, not only in Hindoostan, but likewise over the occidental 
nations, and probably over the whole world. 

The allowed insigniticancy of tlie female sex in the idea of 
a Hindoo, the contempt with whicli they are generally beheld, 
have very considerable eflbcts on their poetry. A transient 
observation should likewise be made on the Arabians and 
Persians, as their music is generally understood and cultivat- 
ed in this country. The lliudee Ghuzuls are in imitation and 
on the model of the Persian. 

In Arabic poetry the man is invariably in love with the 
woman who is the object beloved. In Persia bo is repre- 
sented, coiitrai^ to the dictates of nature, as in love with his 
own sex. This is evident in all lyric poems of that country. 
Their pieces abound with the praises of the youthful cup- 
bearer, the beauty of his green beard, aud the comeliness of 
his mien. In Hindoostan the fair sex* are the first to woo, 
and the man yields after much courting. In compositions 


• “Wo mast Lore mukc an allowance for prejudices, which always 

assigns the active ]iart of aiuorouM intercourse to the female, and make the 
nilKtrcss seek the lover, not the lover hU mistress."— Note ou verse 
Translation of Megha Dut.i. 

1 have endeavoured to assign a reason in the next paragraph alter tho 
following, which seems to ino to obviate tho necessity of any allowouco 
being made for the p:is8ago on which Mr. Wilsuti h.is given this note, or of 
calling it a prejudice. Tho original text of CalivUis appears to me quite 
natural, consistently with tho customs of hia country. 
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of this country, therefore, love and desire, ho{>c and despair, 
and in short every demoustration of the tender passion, is 
Erst felt in the female bosom, and evinced by her pathetic 
exclamations. 

If we should trace the origin of this disparity in the poet- 
ry of these nations, it will perhaps appear that the women 
in Arabia ai e less subject to be wounded by Cupid's darts, 
and are similar to the lukewarm beauties of Cubool. The 
peculiar custom of Persia is evidently the reason that their 
pieces abound with themes of the cast ju^t noticed. The 
poor neglected women iu vain expose their charms — in vain 
add the assistance of art to the comeliness of their persons — 
in vain has uuiure bestowed such charms, and been so lavish 
in her gifts to beings whom it does not much benefit. Alas ! 
lovely creature, adorn not thy bead with those precious gems, 
nor thy person with rich brocade.s ; for neither the.so nor tljy 
jetty ringlets, hanging gracefully down thy back, nor the re- 
viving perfume, which thou earnest about thec, shall have 
any influence on the icy heart of the belovetl object of tliy 
cares — Lis warmth is reserved for another, he faiicys superior 
beauties in the yet un>piuiig beard of Ids beloved »Sa(p*e, 
which, if it claim any attention, it is purely that it ap- 
proaches to and reseiiibles tliy softness. 

In liindoostau I can see no other motive but that the 
men being pennitted, by law ami the custoiu of the country, 
a plurality of wive.s, tlie wonn n should grow I by negh-ct. 
Having from the total want of cdiicution no means of men- 
tal amusement, they comsider the society (d their husbands 
as tli-ir supreme.st felicity ; and Uh he has to bestow a portion 
of his time on every individual wife, it may be fuirly pre- 
sumed that ii<» oue of them can be closed wilh him. Trom 
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this permission of polygamy she is the more solicitous to 
engage and secure his affections by ardent demonstrations 
of fondness. A precept of Hindoo law should likewise be 
remembered, which prohibits the women to engage in the 
bonds of Hymen more than once during their lives. How 
far this precept of flagrant injustice is relished by the 
females, I shall leave the fair sex to determine. 

To comprehend the songs of this country, an<l to relish 
their beauties, we must not figure to ourselves Hiiido(».staii 
in the state in which it is at present, but must transport 
ourselves back to those earlier ages to which allusions arc 
made by them : to those times, when those regions enj'»yed 
not the tranquillity at present subsisting in its parts, but 
when they were possessed by petty chieftains, aiidirary in 
their respective dominions— when no highroads existed, but 
communication l)etweeu one village and another was main- 
tained by narrow footpaths, and rinle inountaiiis and junguls 
formed the natural barrier of the difleroiit chiefs, guarded 
by almost impossible woods and wild beasts — when naviga- 
tion by river was as impracticable as travelling by land — 
when a journey even lt> a few’ leagues was rendered ha;:ard- 
ous by robbers and marauders, who infested the despicable 
roads of themselves formidable, and rendered more so by 
frequent interruptions from rivulets and moiras>es, and from 
ravines and nallas, which during the rains piesontevl by 
their rapidity and intricacies very powerful ob.^tacK s — when 
topography was almost unknow’ii, and the advice t»f a stran- 
ger adventitiously met w’as to be cautiously embraced, as 
robbers lurked about the roads in various disguises to seize 
on their prey by force or stratagem : to the time, in sh<U‘t, 
when parting even for a journey to au adjoining village, 
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was accompanied by mutual tears, and prayei's for safe 
return. 

A distant tour such as in these days is looked upon with 
indifference, was formerly contemplated and consulted on 
for a year or two before undertaken ; and when a man who 
had accomplished his purpose returned home in safety, after 
encountering all the hardships incident to it, the wonderful 
recital of his adventures, the skill with which he conducted 
himself in the presence of princes, his valmir and intrepidity 
in times of danger, his cunning and foresight in preventing 
or avoiding the toils of the evil-minded, and all these exag- 
gerated by the vanit}" of the traveller, formed the theme of 
admiration to the village, and the subject of pride to his 
relatives, not soon likely to be forgot. 

It is observed by the author of An Inquiry into the 
Life and Writings of Homer, ’’ page 2(5, ** that it has not been 
given by the gods to one and the same country to produce 
rich crops and warlike men, neither indeed does it seem to 
be given to one and the same kingdom, to be thorouglily 
civilized, and afford proper subjects for j>oetry.’' It i.s this 
which renders Hiiuluostanee songs flat and unjmlatable, 
uiile.s.s we transport ourselves back to tlieir barbarous and 
heroic ages. Their abhorrence of innovation induces them to 
retain their ancient ways of thinking, or at least to imitate 
their manner of thinking in times of yore, notwithstanding 
the changes introduced by time. Indeed, frt»m what has 
been observed in this and the preceding paragraph, although 
I heartily rejoice at the effects of the British government 
in India, I should really be sorry that their poetry should bo 
tinctured with the rules and regulations in force at present, 
and their poetical and fictitious lovers rcacli their homes in 
the security which the government allows. 
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Hindoo women are married at so tender an age, that it is 
indeed very seldom that they feel any influence of love till 
some years after marriage : there are therefore consequently 
very few pieces to be found wherein a maiden (by which I 
mean an unmarried woman) is concerned. 

It is customary in Hindoostan for the parents and their 
sons, with their daughters-iudaw^ and maiden daughter, to 
live together, and in the event of the young men going 
abroad in quest of employment, to leave their wives behind. 
What induced them to do this in former times was the diffi- 
culties and dangers attendant on the roads, which rendered 
it impossible to perform a journey of any extent in company 
with females, who would not only be liable to the greatest 
abuse even immediately in the neighbourhood, but also to 
be torn from the arms of their husbands to grace the beds 
of any chieftain who might chance to take a fancy to them, 
or might be induced to do it through mere wantouncss and 
caprice. 

Let us figure to ourselves an amiable and fond woman in 
the bloom of her age, wasting her years in sighs for her 
absent and beloved husband, in whom are centered all her 
hopes of life — ^let us behold her at public festivals, where themes 
to which her heart is familiar arc sung in the most pathetic 
language enforced by the charms of melody — let us accom- 
pany her to the riverside, which she daily visits to procure 
water for the use of the household, and where she witnesses 
a thousand tender interviews — let us turn our eyes to her 
domestic scenes, wo sec her happier sisters-in-law adorning 
and ornamenting themselves, and siH>rtiug in all tlie gaiety 
natural to their age, and she striving to stifle her grief, and 
appear cheerful. Perhaps she hears news of her husbiuid's 
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iutentiou shortlj to return : she revives as the drooping 
flower refreshed by sudden and timely rain. If this be in 
the winter, she laments his absence during the long cold 
nights of that season, and calls him cruel for not having 
thought of home earlier. Winter past, she trembles at the 
idea of the scorching rays of the sun, which will assail him 
on his journey. But when the rains set in, those months 
which are the most delightful* of all in IlindoosUD to those 
whose heaiis are not afflicted by separation, then it is that 
she feels her existence insupportable. Cheering hope, which 
beguiled her during the former seasons, no longer afibrds its 
balmy aid, and she despairs of his arrival ibis year. Every 
cloud, every flash of lightning sends forth a dart to her 
tender bosom, and every drop of rain adds fresh poignancy 
to the wound in her agonizing heart. If she endeavours by 
domestic toils to wean her thoughts for a moment from her 
absent lover, the Coel, and particularly the Pupeeha, reminds 
her of him by her constant and reiterated interrogations of 
Pee-cuhan — Pee-cuhan ? 

* “Tho commcuceisent of the niiuy ecaeoii, beiug i»eculiarly deliKtit* 
fill in Bindoostan, from the contruet it aflorde to the Miltr>’ weather 
immediately preceding, and al»o rendering the roadh plcoAant and practicable, 
is usually selected for travelling. Hence fre'iucnt }illuKi(•n^ tccur in the 
pooto to the expected return of such persona lut are ut this time abhcnt ftfiu 
their family and home.**— Note on line 20 of the TrADtlatfou of the Mcgba 
Duta, by H. H. Wilson, £sq. 

Sprang from such gathering ahadoe to happier sight.'* 

The meaning of Calidas seems to be somowhut different. 

And a hundred Hindoostanee songs wiU prove that after the rains are set n. 
it is no sesfton for travelling. 
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These, however, are not the only birds which are addressed 
by the females of Hindooatan, by the title of Byree or enemy ; 
the peacock,* the chatak, and several others are said to 
add to their affliction, and remind them of their absent lovers. 
Superstition lends her aid to afflict or comfort them, by attach- 
ing importance to the throbbing of the eyes or pulsations of 
the limbs.f 

The husband remaining from home for several years to- 
gether, his wife, if she had been married very young, when 
she attains the years of maturity, begins to feel the power 
of love, and readily finds a youth on whom she fixes her 
affections,! having perhaps little more knowledge of her 
absent husband than from hearsay. In such a state of 
things, the lover can seldom be admitted at home on account 
of the smallness of the house, and the number of rela- 
tives. She sees herself therefore reduced to the necessity of 

• *' Or can the peacock’s animated hail, 

The bird with lucid eyes, to lure thee fall V* 

*'Tbo wild peacock is cxceodintcly abundant in many parte of Hitt- 
doostan, and is especially found in marshy places ; the hal its of this 
bird arc in a throat moii8\irc aquatic, and the sotting in t.<f the rains U 
the season in which they pair; the peacock is therefore always intro* 
ducod in the description of cloudy or rainy weather, together with the 
cranes and chatakas /' — Cloud Messenger, pp. 29, 1, 14S. 

t O'er her loft limbs shiUl glad pulsations play." 

" Palpitation in tho left limbs, and a throbbing in the left eye, arc 
hero doscribod as auspicious omens when occurring in the females ; in 
the male, the right side is tho auspicious side, corresponding with the 
ideas of the Qrctks, doscribod by Potter, q. r.” — IbUl. 

X All objection very froi}ueutly stiirtod by Europeans against Hin- 
doo poetry and songs Is, that they arc goucnilly Uh) licentious and 
volupt\iou8. To such I would rccoiumend the perusal of the note by 
Mr. Wilson on line 40S of hts translation i>f the Hegha Du hi. It is too long 
h) ((Uotu. 
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visiting* him at his^ to effect which, it requires a great deal 
of circumspection and evasive art. The female sex being 
generally more fond, affords a fertile source of dread from 
the influence of rivals. It is undeniable that such practices 
are immoral ; but such is the fact, and nature, unrestrained 
by education, (and the women of Hindoostan are perfectly 
ignorant of all knowledge, but the art of pleasing,) will posi- 
tively have its headlong course. Taking all m.'ittcrs into 
consideration, the poor women of this country should bo an 
object of our compassion rather than of our contempt. The 
stimulus given to India by British example, and capital em- 
ployed for the education of native females, is not amongst 
the least of her bencflciaL operations. The time will come 
when their worth shall be duly appreciated by the daugh- 
ters of India ; and then, should this work chance to bo 
perused by them, they will sigh at the follies of their ances- 
tors, smile at their own good fortune, and perhaps think 
kindly on him who has endeavoured to palliate their weak- 
ness, and bring them nearer on a level with the more blessed 
fair sex of other regions. 

The tenor of Hindoostance love-ditties, therefore, gener- 
ally, is one or more of the following themes : 

1. Beseeching the lover to be propitious. 

2. Lamentations for the absence of the object beloved. 

3. Imprecating of rivals. 

4. Complaints of inability to meet the lover from the 

/ “ The pearU that bursting zones have taught to roam, 

Hficak of fond maids, and wanderers from home." 

** 1 Lave already mentioned that the Hhidooi always send the lady to fwck 
her lover, and they usually add a very reasonable degree of ardour and 
iuiputicuce."— Note on line 4G0, Wilson's Uegba'Duta. 
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watchfulness of the mother and sisters-in-law^ and the tinki 
ing of little* bells worn as ornaments round the waist and 
ancles^ called payel, bichhooa, <&c. 

5. Fretting, and making use of invectives against the 
mother and sisters-in-law, as being obstacles in the way of 
her love. 

0. Exclamation to female fnonds termed Sukhees, and 
supplicating their assistance ; and 

7. Sukhees reminding their friends of the appointment 
made, and exhorting them to persevere in their love. 

* “ My fair awakens from her tinkling zone." 

** A girdle of small bells is a favourite Hindoo ornament ; 

also silver circles at the ancles and wrists, which emit a ringing noise as tho 
waircr moves. "—Wilson's Mogha l)utta»pp. 1, &14. 

The nsu of this ornament was probably hrst imposed by jealous husbands 
to check clandestine visits, should tho wives bo so inclined; the sound 
emitted by them rendering them mure li.iblc t- > detection : until women 
using them being regarded mure ch;u>tc, others wore obliged to comply with 
tho to avoid aspersion of character. Thus did the Hindoos endea- 

vour to fetter their wives, and secure their afTcciions by such tnadCiiuate 
moans ; nogloetiiig their mend instruction, which is the only »^ifo 
barrier. 



BRIEF ACCOUNT 


OF 

THE MOST CELEBRATED MUSICIANS OF HINDOOSTAN. 


“ A happ> genius is the gift of nature.”— 

** Invention is a kind of iniisej which, being itosaciuicd of the other 
advantages common to her sisters, and being wanned by the fire of 
AppoUo, is raised higher than the rest.'*— /frid. 


The iuvention of all arts aod sciences, as I mentioned in 
the earlj part of this treatise, has always been attributed by 
heathen nations to beings of superior order, of celestial 
orgin, to demi-gods. These, however, were undoubtedly not 
the inventors of tho.se arts and sciences which are attributed 
to them, but merely the compilers and collectors of the 
fruits of the industry and invention of ingenious men, who 
preceded them for centuries ; but as the compiler centered 
in his own person the aggregate sum of knowledge then exist- 
ing, he of course possessed a greater fund than any other 
individual of that particular profession which he chose to 
investigate, and was of course, from his aggregate knowledge 
of what others possessed only in parts, enabled to mako 
comparisons of the several details, and form rules for the 
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whole, consiatent, precisely defined, and omrenal. It should 
likewise be remembered that 

By fmproYlng what was done before^ 

Invention labours less, but judgment more.'— Boieemmon. 

These compilers of sciences, if they were powerful and 
wise princes, persons reputed for religious sanctity, austerity 
of manners, of extraordinary benevolence, virtue, wisdom, or 
genius, could not but be looked upon, by so superstitious and 
polytheistical a nation as the Hindoos, as an emanation 
from the Supreme Being, an Umtar ; and their excessive 
fondness for fable and mythology would soon prompt them 
to adopt allegories, for which the genius of this people seems 
to have been nothing inferior to that of the Egyptians. 

The Hindoos, although an idolatrous, were never so luxu- 
rious and vicious a nation as their conquerors, the Maho- 
medans ; most of the vices existing in this country having 
been introduced after the conquest. The songs of the Abori- 
gines of lliudoostai i will bear comparison with those of any 
other country for purity and ebasteuess of diction, and eleva> 
tion and tenderness of sentiment. 

By a rule of the Mahomedau law, the women of all Cahi*s 
or unbelievers, to which class the Hindoos belong, are to 
them Hula], or lawful, without marriage ; and since the acqui- 
sition of the country to the latter, all manner of excesses and 
debauchery reached their acme. The vice of druukcuuess 
was, I am persuaded, unknown, at least of the stimulating 
and inflammatory class. The opium, Bhung, and Dhatoora, 
(the two latter of which were chiefly used by the Hindoos,) 
are rather stupefying and sedative than irritative. There is 
no term, I believe, in Suugscrit, or tongues derived from it, 
for a slave or eunuch. The fear of the loss of caste, in the 
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waut of sound religion and refined morality, acted as a very 
wholesome check against promiscuous and unguarded indul- 
gence of passion, except amongst the very lowest classes of 
society and outcastes. 

A great many of the songs of this country abound with 
the praises of drunkenness. These are certainly not of 
Hindoo origin, for the Hindoos never drank wine or spirits ; 
and although the Mahomedan religion prohibits the use of 
wine, the very touch of which is reckoned polluting, very 
few of their monarchs and nobles have refrained from indulg- 
ing themselves freely with this beverage. They know no me- 
dium ; it was, and now is, drank by such as make use of it 
to excess. They never dilute their liquor with water, and 
in times of their prosperity, it was contrived to be made so 
pure and strong that it could not be drank ; in which case, 
roast meat was a constant companion to liquor, in which 
they dipped the bits of roast, as we do in sauc e. It was 
made strengthening and nutritive by the addition of all sorts 
of flesh of quadrupeds and birds into the still previous to 
distillation. The liquor is used eveu now by the more 
wealthy Mabomedans, and is called Ma ool luhum. 

The conquest of Hindoostau by the Mahomedan princes 
forms a most important epoch in the history of its music. 
From this time we may date the decline of all arts and sciences 
purely Hindoo, for the Mahomedans were no great patrons 
to learning, and the more bigotted of them were not only 
great iconoclasts, but discouragers of the learning of the 
country. The progress of the theory of music once 
arrested, its decline was speedy ; although the practice, which 
contributed to the entertainment of the princes and nobles, 
continued until the time of Mohummud Shub, after whose 
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reign hiritory is pregnant with facts replete with dismal 
scenes. But the practice of so fleeting and perishable a 
science as that of a succession of sounds, without a know- 
ledge of the theory to keep it alive, or any mode to record 
it on paper, dies with the professor. 

Amongst the most ancient musicians of this country, who 
are reckoned inventors, compilers, and masters of the science, 
we find the moat prominent to be Sumeshwur, Bburut, Uu- 
nooman, the goddesses Pamiteo, Suruswutee, and Doorga, 
Vayoo, Shesb, Narud (the Mooni or devotee), Coolnath, Cii- 
shyup (another Mooni), Ilaha, Hoohoo, Ravun, Disha, and 
Urjoon. The first throe and Coolnath have left treatises. 

The most renowned of the Nayuks have been Gopal, a 
native of the Dukhuu, who flourished during the reign of 
Sooltan Ula ood decn, and his contemporary U raeer Khosrow* 
of Dcbli, Sooltan Hoosyn Shurque of Jounpoor, Rajah Man, 
Qilladar of Gualiar, founder of the Dhoorpud, Byjoo, Bhoon- 
uoo, Pandvee, Buksoo, and Lohuug. The four following lived 
at the time of Rajah Man of Gualiar, — Jurjoo, Bhugwan, 
Dhondhee, and Daloo. 

The Gund/iarbs and Gooncars, that is, such as were eminent 
singers, but were not acquainted with the theory of music, are 

• It is related that whou Gv^jkiI visited the court of Delhi, he svmg 
that si^ccios of compositiou call(xl the beauty of which style, 

enunciated by the iJowcrful and harmonioo.s voice of so able a performer, 
could not moot with competition. At thi.s the monarch caused Umcer 
Khosrow to remain hid under his throne, wbcuco ho could hc.ir the mii< 
siciau unknoum to him. The hitter endoavoured to rciucinbcr the style, 
:uk 1 on a Huhsequont day, sung Qoul and Turuna in imitation of it, which 
mirpriscd Gupal, and fraudulently deprived him of a portion of his duo 
honor. 
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very numerous ; and ilie following arc chiefly those who had 
the honor of performing in the presence of Julul ood deen 
Mohummud Ucbur, King of Delhi. Tanscii was originally 
with Rajah Ram, and was sent to court at the special 
request of the king ; Soojan Khan, Soorgyan Khan of Ftiteh- 
poor, Chand Khan and Sooruj Khan (brothers), Tanturung 
Khan, the son of I'ansen Mudun Ray Baba Ramtlas, and 
his son Soordas, a !■ ind moral [»oet and musician,, the foun- 
der of the Vi^shfioopud, who sung 


As the wakeful l>inl 

Riugs d;\rkliiig, and iu sbiidiest c.'Vcrt ln\l, 

Tunes her nocturnal note, 

Eaj Bahadoor, Chundoo, Daood, Is-haq, Shekh Khiziir, Shekh 
Bechoo, IIusuu Khan, Soorut Sen, and his brother Lala 
Debee, Neclam Prucash and Meerza Aquil, and the Veen 
players Feeroz Khau and Noubat Khan. 

In more modern times, Sudarung and Udharung, Noor 
Khan, Lad Khan and Pyar Khau, Jance and Gliolam Rusool, 
Shucker and Mukhuu, Teetooand Mcethoo, Mohummud Khan 
and Chhiijjoo Khau, and Shoree, the founder of the Tuppa, 
stand in high repute ; atid several practical musicians of both 
sexes are even now to be mot with, who, although ignorant 
of the theory of music, may, for extent, sweetness, pliability, 
and perfect command of the voice, rival some of the tirst-rato 
minstrels of Europe. Mohummud Khau and Serho Ikieo, 
amongst others whom I have heard, are living examples of 
superior vocal powers ; and Khoosh-hal Khau and Oomrao 
Khan, Veen players, of instrumental execution. Good per- 
formers on other instruments arc more numerous. 
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THE MUSICAL MODES 

OF 

THE HINDOOS : 

Wrilitn in 1781 , and since much enlarifcd, 
By the Puesident. 


Music belongs, iia a science, to an interesting part el‘ 
natural philosophy, which, by mathematical deductions from 
constant phenomena, explains the causes and properties of 
sound, limits the number of mixed, or harmonic, sounds 
to a certain scries, which perpetually recurs, and fixes the 
ratio, which they bear to each other or to one leading term ; 
but, considered as an art, it combines the sounds, which 
philosophy distinguishes, in such a inaiiuer ns to gratify 
our ears, or elfoct our imaginations ; or, by uniting both 
objects, to captivate the fiUicy, while it pleases the sense ; and 
speaking, as it were, tiic language of beautiful nature, to 
raise correspondent ideas and c motions in the mind of the 
hearer : it then, and then only, becomes what we call a 
fine art, allied very nearly to verse, painting, and rhetoric ; 
but subordinate in its functions to pathetic poetry, and in- 
ferior in its power to genuine eloipicucc. 

Thus it is the province of the philosopher to discover the 
true dii*ection and divergence of sound propagated by the 
successive compressions and expansions of air, as the vibrat- 
ing body advances and recedes ; to show why sounds them- 
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selves may excite a tremulous motion iu particular bodies, 
as iu the kuowu expcrimeut of iiistmiueuts tuned iu uuisou, 
to demonstrate the law, by which all the particles of air ; 
when it undulates with great quickness, are continually ac- 
celerated and retarded ; to compare the number of pulses 
in agitated air with that of ihe vibrations which cause 
them ; to compute the velocities and intervals of those 
pulses iu atmos2>hcrcs of diflerent density and elasticity ; 
to account, as well as he can, for the aQectious, which music 
lU'oduces ; and, generally, to investigate the causes of the 
many wonderful a])pcarauces, which it exhibits ; but the 
artist, without considering, and even >vith out knowing, any 
of the sublime theorems in the i)bilosophy of sound, may 
attain his end by a happy selection of and acre;* 

adapted to passionate verse, and of times conformable to 
regular metre ; and, above all, by modulation, or the choice 
and variation of those modes, as they me called, of which, 
as they are contrived and arranged b)' the JJindoos, it is 
my design, and shall be my endeavour, to give you a general 
notion with all the persincuity that the subject will admit. 

Although we must assign the tirst rank, transcendently 
and beyond all comparison to that powerful music which 
may be denominated the sister of 2>oetry and ehj<|Ueuco, yet 
the lower art of pleasing the sense by a succession of agree- 
able sounds not only has merit and even charms, but inaiy, 

I i>er.suado myself, be applied on a variety of occasions to 
salutary purposes. Whether, indeed, the sensation of hear- 
ing be caused, as many suspect, by the vibrations of an 
elastic ether flowing over the auditory nerves and 2»rui»elled 
along their s^Iid capillamcuts, or whether the libres of our 
nerves which seem iudeflnitely divisible, have, like the strings 
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of a lute, peculiar vibrations proportioned to their length 
and degree of tension, we have not sufficient evidence to 
decide ; but we are very sure, that the whole nervous system 
is affected in a singular manner by combinations of sound, 
and that melody alone will often relieve, the mind, when it is 
oppressed by intense application to business or study. The 
old musician, who rather figuratively, we may suppose, tliaii 
with philosophical seriousness, declared the soul itself to he 
nothing hut harmony^ provoked the S 2 >rightly remark of 
Cicero, that he dretv his philosophy from the art, which he 
professed ; but if, without deijarting from his own art, he 
had merely described the human frame as the noblest and 
sweetest of musical instruments, endued with a natural dis- 
position to resonance and .symjxithy, alternately affecting and 
affected by the soul, which pervades it, his description might, 
perhaps, have been physically just; and certainly ought not 
to have been hastily ridiculed. That any medical puri>oso . 
may be fully answered by music, I dare not assert ; but after 
food, when the operations of digestion and absorption give so 
much emplo^'meut to the vessels, that a tem2>orary state of 
mental re^iose must be found, cs2>ecially in hot climates, 
essential to health, it seems reasonable to believe, that a fe>v 
agreeable aire, either heard or x>layed without effort, must 
have all the good effects of sleep and none of its disadvan- 
tages ; putting the soul in tune, as Milton says, for any subse- 
quent exertion ; an experiment which has often been suc- 
cessfully made by myself, and which any one who pleases 
may easily reiicat Of what I am going to add, I cannot give 
equal evidence ; but hardly know how to disbelieve the tes- 
timony of men, who had no system of their own to support, 
aud could have no interest in deceiving me. First, I have 
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been assured by a credible eyo-witncss, (hat two wild ante- 
lopes used often to come from their woods to the place where 
a more savage beast, SuaA Juddaulah, entertained himHCIf 
with concerts, and that they listened to the strains with an 
ap2>earaucc of pleasure, till the monster, in whose soul there 
was no music, shot one of them to display his archery : secondly, 
a learned native of this countr^^ told me, that be had frequently 
seen the most venomous and malignant snakes leave their holes, 
upon hearing tunes on a flute, which, as he supposed, gave 
them peculiar delight ; and, thirdly, an intelligent Persian, 
who repeated his story again and again, and permitted me to 
write it down from his lips, declared, ho had more than 
once been present, when a celebrated lutatnst, Mirza Moham- 
med, surnamed Bulbul, was playing to a large company in 
a gi'ove near JShv^aZy where he distinctly saw the nightingales 
trying to vie with the musician, sometimes warbling on the 
trees, sometimes fluttering from branch to branch, as if they 
wished to approach the instrument, whence the melody 
proceeded, and at length dropping on the ground in a kind of 
ecstasy, from which they were soon raised, he assured me, 
by a change of the mode. 

The astonishing effects ascribed to music by the old Oreekty 
and in our days, by the Chinettef PersianSy and Indian$, have 
probably been exaggerated and embellisheil ; nor, if such 
effects had been really produced, could they be imputed, I 
think* to the mere influence of sounds, however combined or 
modified : it may, therefore, be suspected (not that the 
accounts are wholly fictitious, but) that such wonders were 
performed by music in its largest sense, fis it is now described 
by the Uindoogy that is, by the union of voit^y in$trumentiy 
and action ; for such is the complex idea conveyed by the w’ord 
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SangUa, the simple meaning of which is no more than 8gm* 
phony; but most of the Indian books on this art consist 
accordingly of three pai^ts^ g&naf vddya, nHtya, or song, 
percussion, and dancing; the first of which comprises the 
measures of poetiy, the second extends to instrumental 
music of all sorts, and the third includes the whole compass 
of theatrical repre.seutatioii. Now it may easily be conceived 
that such an alhance, with the potent auxiliaries of distinct 
articulation, graceful gesture, and well adapted scenery, must 
have a strong general eflect, and may, from particular asso- 
ciations, operate so forcibly on very sensible minds, as to 
excite copious tears, change the colour and countenance, 
heat or chili the blood, make the heart palpitate with violence, 
or even compel the hearer to start from his seat with 
the look, speech, and actions of a man in a phrensy : the 
effect must be yet stronger, if the subject be religious, 
as that of the old Indian (h'amos, both great and small 
tl mean both regular plays in many acts and shorter 
dramatic pieces on dtrinc love) seems in general to have 
been. 

In this way only can we attempt to account for the indu- 
bitable effects of the great airs and impassioned recitative 
in the modem Italian dramas, where three beautiful arts, 
like the Graces united in a dance, are together exhibited in 
a state of excellence, which the ancient world could not have 
surpassed, and probably could not have equalled ; an heroic 
opera of Metastasio, set by PEiiooLEsi, or by some artist of 
his incomparable school, and represented at Naples, displays 
at once the perfection of human genius, awakens all the 
afleciious, and captivates the imagination at the same instant 
through all the senses. 
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IVlieu such aids as a perfect theatre would afford arc not 
accessible, the power of music must in proportion bo less ; 
but it will ever be very considerable, if the words of the 
song be hue in themselves, aud not only well translated into 
the language of melody, with a complete union of musical 
and rhetorical accents, but clearly pronounced by an accom- 
plished singer, who feels what he sings, and fully understood 
by a heai’er, who has passions to be moved ; especially if the 
composer has availed himself in his translation (for such may 
his composition very justly be called) of all those advantages 
with which nature, ever sedulous to promote our innocent 
gratifications, abundantly supplies him. The first of those 
natural advantages is the variety of modeSy or mannersy in 
which the seven harmonic sounds are perceived to move in 
succession, as each of them takes the lead, and consequently 
bears a new relation to the six others. Next to the pheno- 
menon of seven sounds perpetually circulating in a geometri- 
cal progression, according to the length of the strings or the 
number of their vibrations, every ear must be sensible, that 
two of the seven intervals in the complete series, or octave, 
whether we consider it as jdaced in a circular form, or in a 
right line with the first sound repeated, are much shorter 
than the five other intervals ; and on these two phenomena 
the modes of the Hindoos (who seem ignorant of our compli- 
cated harmony) are principally constructed. The longer in- 
tervals we shall call torieSy and the shorter (in com2>hancc 
with custom ) semitonesy without mentioning their exact 
ratios ; and it is evident that, as the places of the semitones 
admit seven variations relative to one fundamental sound, 
there are as many modes, which may be called primary ; but 
we must not confound them with our modern modes, which 
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result from the system of accords now established in Europe ; 
they may rather be compared with those of the Roman 
('Church, where some valuable remnants of old Grecian music 
are preserved in the sweet, majestic, simple, and affecting 
strains of the Plain Song. Now, since each of the tones 
may be divided, we find twelve semitones in the whole series ; 
and, since each semitone may, in its turn, become the leader 
of a series formed after the model of every primary mode, 
we have seven times twelve^ or eighty-four modes in all, of 
which seventy-seven may be named secondary ; and wc shall 
see accordingly that the Persian and the Hindoos (at least 
in their most popular system ) have exactly eight four 
modes, though distinguished by different appellations, and 
arranged in different classes: but, since many of them are 
unpleasing to the ear, others difficult in execution, and few 
sufficiently marked by a character of sentiment and expres- 
sion, which the higher music always requires, the genius of 
the Indians has enabled them to retain the number of modes 
which nature seems to have indicated, and to give each of 
them a character of its own by a happy and beautiful con- 
trivance. ^Vhy any one series of sounds, the ratios of wluch 
are ascertained by observation and expressible by figures, 
should have a peculiar effect on the organ of hearing and 
by the auditory nerves, on the mind, will then only be known 
by mortals, when they shall know why each of the seven 
colours in the rainbow, where a proportion, analogous to 
that of musical sounds, most wonderfully prevails, has a 
cei'tain specific effect on our eyes ; why the siiades of green 
and blue, for iiistauco, are soft and soothing, while those of 
red and yellow distress and dazzle the sight ; but, without 
striving to account for the phenomena, let us be satisfied 

Q 2 
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ivith knowing, that some of the modes have distinct percept 
tible properties, and may be applied to the expression of 
various mental emotions ; a fact which ought well to be 
considered by those performers, who would reduce them all 
to a dull uniformity, and sacrifice the true beauties of their 
art to an injudicious temperament. 

The ancient Greeks^ among whom this delightful art was 
long in the bauds of poets, and of mathematicians who had 
much less to do with it, ascribe almost all its magic to the 
diversity of their Modes^ but have left us little more than 
the names of them, without such discriminations as might 
have enabled us to compare them with our own, and apply 
them to practice ; their writers addressed themselves to 
Greeks^ who could not but know their national music ; and 
most of those writers were professed men of science, who 
thought more of calculating ratios than of inventing melody ; 
so that, whenever we speak of the soft Eolian mode, of the 
tender Lydian^ the voluptuous loniCy the manly Dorian^ or 
the animating Phrygian, we use mere phrases, I believe, 
without clear ideas. For all that is known concerning the 
music of Greece, let me refer those who have no inclination 
to read the dry works of the Greeks themselves, to a little 
tract of the learned Wallis, which he printed as an Appen- 
dix to the Harmonics of Ptolemy ; to the Dictionary of 
Music by Rousseau, whose pen, formed to elucidate all the 
arts, had the property of spreading light before it on the 
darkest subjects, as if he had written with phosphorus on 
the sides of a cavern ; and, lastly, to the dissertation of 
Dll. Burney, who, passing slightly over all that is obscure, 
explains with perspicuity whatever is explicable, and gives 
dignity to the character of a modem inusiciau by uniting 
it with that of a scholar and philosopher. 
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Tho unexampled felicity of our nation, who diffuse the 
blessings of a mild government over the finest part of India, 
would enable us to attain a perfect ktiowledge of the Oriental 
music, which is known and practised in these British domi- 
nions, not by mercenary perfoimers only, but even by Mussah 
mans and Hindoos of eminent rank and learning. A native of 
Cikshan, lately resident at Mursheddhdd, had a complete 
acquaintance with the Persian theory and practice ; and the 
best artists in JHndoosidn would cheerfully attend our 
coucci*t8. We have an easy access to approved Asiatic 
treatises on musical composition, and need not lament with 
Chardin, that he neglected to procure at Isfdhun the explan- 
ation of a small tract on that subject, which he carried to 
Europe, We may here examine the best instruments of Asia, 
may be masters of them, if we please, or at least may com- 
pare them with ours ; the concurrent labours, or rather 
amusements, of several iu our own boily, may facilitate the 
attainment of correct idca.s on a subject so delightfully inter- 
esting ; and a free communication from time to time of 
their respective discoveries would conduct them more surely 
and speedily, as well as more agreeably, to their desired end. 
Such would be the advantages of union, or, to borrow a 
term from the art before us, of harmonious accord, in all our 
pursuits, and above all in that of knowledge. 

On Persian Music, which is not the subject of this paper, 
it would be improper to eidargo ; the whole system of it is 
explained iu a celebrated collection of ti'acts on pure and 
mixed matheniatios, entitled DnrratiCltaj, and composed by a 
very learned tnao, so generally called AUdmi Shirdti, or the 
^rcat philosopher of Shirdi, that his pro|)er niime is almost 
forgotten ; but, as the modern Persians had access, I believe, 
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to Ptolemy’s harmonics, their mathematical writers on music 
treat it rather as a science than as an art, and seem, like the 
Greeks^ to be more intent on splitting tones into quarters and 
eighth parts, of which they compute the ratios to show their 
arithmetic, than on displaj’ing the principles of modulation, 
as it may affect the passions. I apply the same observation 
to a short, masterly tract of the famed Aijusina, and 
suspect that it is applicable to an elegant essay in Persian, 
called ShamsiCldsmU, of which 1 have not had courage to 
read more than the preface. It will be sufficient to subjoin 
on this head that the Persians distribute their eighty-four 
modes, according to an idea of locality, into twelve roonxs, 
twenty-four recesses, and fourty-eight angles or corners : iu 
the beautiful tale, known by the title of the Four Dervises, 
originally written in Persia vriih great purity and elegance, 
we find the description of a concert, where four singers, with 
as many different instruments, are presented ** modulating 
** in twelve makanis or jgerdahs, twenty-four shObahs, and 
forty-eight gushas, and beginning a mirthful song of Ilajiz, 
“vernal delight in the per d ah named nUt or direct.” 
All the twelve perdahs, with their appropriated shobahs, 
are enumerated by Amin, a* writer and musician of Hindoos- 
tan, who mentions an opinion of ibo learned, that only 
seven primary modes were in use before the reign of PABvi^, 
whose musical entertainments are maguificeutly described 
by the incomparable Nizami : the modes are chiefly deno- 
minated, like those of the Greeks and Hindoos, from different 
regions or towns ; as among the perdahs, we sec Hijaz, 
Irdk, Isfahan : and, among (he shbhahs, or secondary 
modes, Zahul, Nishapur, and the like. In a Satiscrit book, 
which shall soon he particularly mentioned, 1 find the 
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.scale of a modc; named Hijeja, specified in the following 
verso : — 

Mansi agraha sa nydsd' dhild hijejastu sdydhne. 

The name of this mode is not Indian ; and, if I am right 
in believing it a corruption of HiJtU, which could hardly be 
written otherwise in the Xdgari letters, we must conclude 
that it was imported from Persia ; we have discovered then 
a Persian or Arabia7i mode with this diaposon — 

D, E,FftGft A, B,C«,D; 

where the first semitone appears between the fourth and fifth 
notes, and the second between the seventh and eighth ; as 
in the natural scale Fa, sol, la, si, ut, re, mi, fa : but the 
and GJ, or ga and ni of the Indian author, are variously 
changed^ and probably the series may bo formed in a manner 
not very diflereiit (though certainly there is a diversity^ 
from our major mode of D. Thi.s melody mu.st necessarily 
end with the fifth note from the tonic, and begin with the 
tonic itself ; and it would bo a gross violation of musical 
decorum in India, to sing it at any time except at the clo.se of 
day ; the.se rules are comprised in the verse above cited ; but 
the species of octavo is arranged according to Mr. Fowke’s 
remarks on the Vina, compared with the fixed Sfcaragnima, 
or gamut, of all the Hindoo musicians. 

Lot us proceed to the Indian system, which is minutely 
explained in a great number of Sanscrit books by authors, 
who leave arithmetic and geometry to their astronomers, 
and properly discourse on music as an art confined to the 
pleasures of imagination. The Pandits of this province 
unanimously prefer the DdmOdara to any of the popular 
SangUas ; but 1 have not been able to procure a good copy 
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of it, and am perfectly satisfied with the Ndrayan^ which 1 
received from BendreSf and in which the Ddm6dar is fre- 
quently quoted. The Fenian book, entitled A present from 
India, was composed, under the patronage of Aazem ShAw, 
by the very diligent and ingenious Mirza Khan, and contains 
a minute account of Hindoo literature in all or most of its 
branches ; he possesses to have extracted his elaborate 
chapter on music with the assistance of Pandits from the 
Ragdrnava, or Sea of Passions, the Rdgadarpana, or Mirror 
of Modes, the SahhdvinCda, or Delight of Assemblies, and 
some other approved treatises in Sanscrit. The SangUadar- 
panuy which he also names among his authoiities, has been 
translated into Persian ; but my experience justifies me in 
pronouncing that the Moghols have no idea of accurate 
translation, and give that name to a mixture of gloss and 
text with a flimsy paraphrase of them both ; they are 
wholly unable, yet always pretend, to write Sanscrit words in 
Arabic letters; that a man, who knows the ZTmcfoos only 
from Persian books, does not know the Hindoos ; and that 
an European^ who follows the muddy rivulets- of Mussalman 
writers on India, instead of drinking from the pure fountain 
of Hindoo learning, will be in perpetual danger of misleading 
himself and others. From the just severity of this censure 
I except neither AbAlfazl, nor his brother Faiz'i, nor 
Mohsani FiNf, nor Mirza KhAn himself ; and I speak of 
all four after an attentive perusal of their works. A tract on 
music in the idiom of Meat'hurd, with several essays in pure 
Hindoosianee, lately passed through my hands ; and I possess 
a dissertation on the same art in the soft dialect of Panjab, 
or Panchanada, where the national melody has, 1 am told, 
a peculiar and striking character; but 1 am very little 
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acquaiuted with those dialects^ and per.suade myself that 
nothing has been written in them, which may not be found 
more copiously and beautifully expressed in the language, 
as the Hindoos perpetually call it, of the gods, that is, of their 
ancient bards, philosophers and legislators. 

The most valuable work that I have seen, and perhaps 
the most valuable that exists, on the subject of Indian Music, 
is named RdgdvihCdha, or the Doctrine of Musical Modes ; 
and it ought here to be mentioned very particularly, because 
none of the pandits, in our provinces, nor any of those from 
Casi or Cashmir, to whom I have shown it, appear to have 
known that it was extant ; and it may be considered as a 
treasure in the history of the art, which the xeal of Colonel 
PoLiER has brought into light, and perhaps has preserved 
from destruction. He had piu'chased, among other curios- 
ities, a volume containing a number of sepai*ate essays on 
music in prose and verse, and in a great variety of idioms : 
besides tracts in Arabic, Hindi and Persian, it included a 
short essay in Latin by Alstedics, with an iuterlineary 
Persian translation, in which the passages quoted from 
Lucretius and Virgil made av^singular appearance ; but the 
brightest gem in the string was the Rdgavibodha, which the 
Colonel permitted my Ndgri writer to transcribe, and the 
transcript was diligently collated with the original by my 
pandit and myself. It seems a very ancient composition, 
but is less old unquestionably than the Ratnacdra by Sarxgi. 
Deva, which is more than once mentioned in it, and a copy 
of which Mr. Burrow procured in his journey to Heridwar . 
the name of the author was Soma, and he appeal's to have 
been a practical musician as well as a great scholar and an 
elegant poet ; for the whole book, without excepting the 
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strains noted in letters, which fill the fifth and hist chapter 
of it, consists of masterly couplets in the melodious metre 
Ctalled Aryii ; the firsts thirdj and fourth chapters explain the 
doctrine of musical sounds, their division and succession, 
the variations of scales by temperament, and the enumera- 
tion of modes on a system totally different from those which 
will presently be mentioned ; and the second chapter con- 
tains a minute description of difibrent Vinds with rules for 
playing on them. This book alone would enable me, were 
I master of my time, to compose a treatise on the music of 
India, with assistance in the practical part from an European 
professor and a native player on the V'lnd ; but I have 
leisure only to present you with an essay, and even that, I 
am conscious, must be very superficial ; it may be sometimes, 
nut, I trust, not often, erroneous > and I have spared no 
pains to secure myself from error. 

In the literature of the Hindoos all nature is animated 
and personified ; every fine art is declared to have been 
revealed from ^heaven ; and all knowledge, divine and human, 
is traced to its source in the Vedas; among which the 
Sdmaveda was intended to be suy\g, whence the reader, or 
singer of it, is called Udgdtri or Sdmaga : in Colonel Polier’s 
copy of it, the strains are noted in figures, which it may not 
be impossible to decipher. On account of this distinction, 
say the Brahmens, the Supreme preserving power, in the form 
of Crishna, having enumerated in the Gitd various orders of 
beings, to the chief of which he compares himself, pro- 
nounces, that among the V6das he was the Sdman.” From 
that Vida was accordingly derived the Upaveda of the 
Oandharhas, or musicians in Indra’s heaven ; so that the 
divine art was communicated to our species by Brahma 
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himself or by his active power Sebaswati, the goddess 
of Speech, and their mythological son Ndred^ who was in 
truth an ancient lawgiver and astronomer, invented the Vind, 
called also Cach'hapi^ or Teetudo ; a very remarkable fact, 
which may be added to the other proofs of a resemblance 
between that Indian god, and the Mercurt of the Latians, 
Among ins})ired mortals, the first musician is believed to 
have been the sage Bherat, who was the inventor, they say, 
of Ndtacs or dramas ; represented with songs and dances, 
and author of a musical system, which bears his name. If 
we can rely on Mirzakhan, there are four principal Maias^ 
or systems ; the first of which is ascribed to Iswara, or 
OsiRiB ; the second to Buerat i the third to Hanumat, or 
Pi van, the Pan of Indian supposed to be the son of Pavana, 
the regent of air ; and the fourth to Calli Nath, a Rishij or 
Indian philosopher, eminently skilled in music, theoretical 
and practical : all four are mentioned by Soma ; and it is the 
third of them, which must be very ancient, and seems to have 
been extremely popular, that I propose to explain after a few 
introductory remarks j but I may here observe with Soma, 
who exhibits a system of his own, and with the author of 
the Ndrdyan, who mentions a great many others, that 
almost every kingdom and province had a peculiar style of 
melody, and very difiereut names for the modes, as well as 
a difiereut arrangement and enumeration of them. 

The two phenomena, which have already been stated as 
the foundation of musical modes, could not long have 
escaped the attention of the Hindoos^ and their fiexible langu- 
age readily supplied them with names for the seven Swaras 
or sounds, which they dispose in the following order, shddja, 
pronounced idshabha, ffdndhdra, madhi/ama,panchama, 



140 


ON THE HUSIOAL MODES 


dhaivata^ nishdda ; but the first of them is emphatically 
uamed swara, or the sounds fix>m the important office which 
it bears in the scale ; and hence, by taking the seven initial 
letters or syllables of those words, they contrived a notation 
for their airs, and at the same time exhibited a gamut, at 
least as convenient as that of Quido : they call it Swai'a^ 
ffvdma or septaca, and express it in this form : 

iS^a, ri, ya, ma, pa, dha, ni, 

three of which syllables are, by a singular concurrence, 
exactly the same, though not all in the same places, with three 
of those invented by David Mostarb, as a substitute for 
the troublesome gamut used in his time, and which he 
arranges thus : 

Bo, ce, di, ga, lo, ma, m. 

As to the notation of melody, since every Indian conso- 
nant include by its nature the short vowel a, five of the 
sounds are denoted by single consonants, and the two others 
have different short vowels taken from their full names ; by 
substituting long vowels, the time of each note is doubled, 
and other marks are used for a farther elongation of them ; 
the octaves above and below the mean scale, the connection 
and acceleration of not^s ; the graces of execution or man- 
ners of fingering the instrument, are expressed very clearly 
by small circles and ellipses, by little chains, by curves, by 
straight lines horizontal or perpendicular, and by crescents, 
all in various positions : the close of a strain is distinguished 
by a lotus-flower ; but the time and measure are determined 
by the prosody of the verse, and by the comparative length 
of each syllable, with which every note or assemblage of 
notes respectively corresponds. If 1 understand the native 
musicians, they have not only the chromatic, but even the 
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second or new, enharmonic, genus; for they unanimously 
reckon twenty-two s'rutiSf or quarters and thirds of a tone, 
in their octave : they do not pretend that those minute in- 
tervals are mathematically equal, but consider them as equal 
in practice, and allot them to the several notes in the follow- 
ing order ; to sa, may and 'pa, four ; to n, and dkay three ; 
to ga, and 7U*, two ; giving very smooth and significant names 
to each srutL Their original scale, therefore, stands thus, 
Suy riy ga, ma, poy dha, ni, sa. 

The semitones accordingly are placed as in our diatonic 
scale : the intervals between the fourth and fifth, and 
between the first and second, are major tones ; but that 
between the fifth and sixth, which is minor in our scale, 
appears to be major in theirs ; and the two scales are made 
to coincide by taking a s'nUi from pa, and adding it to dhay 
or, in the language of Indian artists, by raising Servaretnd 
to the class of Santa and her sisters ; for every sruti they 
consider as a little nymph, and the nymphs^of Panchamay 
or the fifth note, are Malini, Chapala y Loldy and Servaretmty 
while Sdntd and her two sisters regularly belong to Dhaivata : 
such at least is the system of Cohala, one of the ancient 
bards, who has left a treatise on music. 

Soma seems to admit that a quarter or third of a tone 
cannot be separately and distinctly heard from the ; 
but he takes for granted that its effect is very perceptible 
in their arrangement of modes ; and their sixth, 1 imagine, 
is almost universally diminished by one sruti ; for he only 
mentions two modes, in which all the seven notes are nnal- 
tend, I tried in vain to discover any difference in practice 
between the Indian scale and that of our own ; but, know- 
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ing my ear to be very insufliciently exercised, I requested a 
German professor of music to accompauy with his violin a 
Ilindoo lutanist, who sung hy note some popular airs ou the 
loves of Crishna and Radha ; he assured me that the scoles 
were the same ; and Mr. Shore afterwards informed me, 
that, when the voice of a native singer was in tune with his 
harpsicord, he found the Ilindoo series of seven notes to 
ascend, like ours, by a sharp third. 

For the construction and character of the T7wd, I must 
refer you to the very accurate and valuable paper of 
Mr. Fowke in the first volume of your Transactions ; and I 
now exhibit a scale of its fingerboard, which I received 
from him with the drawing of the instrument, and on the 
correctness of which you may confidently depend : the regu- 
lar Indian gamut answers, I believe, xn’etty nearly to our 
major mode : 

Ut, rcy mi, fa, sol, la, si, ut ; 

and, when the same syllables are a]>plied to the notes, which 
compose our minor mode, they are distinguished by epithets 
expressing the change which they suffer. It may be neces- 
sary to add, before we come to the Rdgas, or modes, of the 
Hindoos, that the twenty-one murch'hanas, which Mr. Shore's 
native musician confounded with the two and twenty s'rutis, 
appear to be no more than seven species of diapason multi- 
plied by three, according to the difference of pitch in the 
compass of three octaves. 

Rdga, which I translate a mode, properly signifies a passion 
or affection of the mind ; each mode being intended, according 
to Bherat'b definition of it, to move one or another of our 
simple or mixed affections ; and we learn accordingly from 
the Nardyan, that, in the days of Crishna, there were 
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sixteen thousand moJes, each of the Oopie at Xat^hunl 
choosiug to sing in one of them, in order to captivate the 
heart of their pastoral god. The very learned Soma, who 
mixes no mythology with his accurate system of Rdgas^ 
enumerates hun ivcd and sixty possible variations by 
the means of tem23eramcnt, but selects from them as appli- 
cable to practice only tirentp'three primary modes, from 
which he deduces many others ; though he allows that by 
a diversity of ornament and ly various contrivan(x?s, the 
Hc^gas might, like the waves of the sea, be multiplied to an 
intiuite number. We have already observed that ciyhty-jour 
modes or manners might naturally be formed by giving the 
lead to each of our ticelvc sounds, and varying in scren dif- 
ferent ways the position of the somi tones ; but, since many 
of those modes would be insuOerablc in practice, and some 
would have no character sufficiently marked, the Indiam 
appear to have retained with predilection the number indi- 
cated by nature, and to have enforced their system by two 
powerful aids, the associutioa of ideaSy and the mutilation 
of the regular scales. 

Whether it had occurred to the Hindoo musicians, that tlio 
velocity or slowness of sounds must depend, in a certain 
ratio, upon the rarefaction and condensation of the air, so 
that their motion must be quicker in summer thau in spring 
or autumn, and much quicker than in inter, 1 cannot fis- 
sure myself ; but am persuaded that their primary modes, 
in the system ascribed to Pavana, were first arranged accord- 
ing to the number of Indian seasons. 

Tlie year is distributed by the Hindoos into six ritusy or 
seasons, each consisting of two months ; and the first season, 
according to the AmarcCshuy began with Mdrgasirsha^ neai* 
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the time of the winter solstice, to which month accordingly 
we see Crishna compared in the Qita ; but the old lunar 
year began,* 1 believe, with A'awina^ or near the autumnal 
equinox, when the moon was at the full in the first mansion ; 
hence the musical season, which takes the lead, includes the 
mouths of Aawin and Cdrtic, and bears the name of Sarad^ 
corresponding with part of our autumn ; the next in order 
are Ilemanta and SUira^ derived from words which signify 
frost aud dew ; then come VasaM, or spring, called also 
Surahhi or fragrant, aud Pushpasamaya, or the flower time ; 
GrUhma^ or beat ; aud Verahdf or the season of rain. By 
appropriating a different mode to each of the different sea- 
sons, the artists of India connected certain strains with 
ceHaiu ideas, and were able to recal the memory of autumnal 
merriment at the close of the harvest, or of separation and 
melancholy (very different from our ideas at Calcntta), during 
the cold months ; of reviving hilarity on the appearance of 
blossoms, aud complete vernal delight in the month of Madha 
or honey ; of languor during the dry heats, and of refresh- 
ment by the first rains, which cause in this climate a second 
spring. Yet further : since the lunar year, by which festi- 
vals and superstitious duties are constantly regulated, pro- 
ceeds coucurreutly with the solar yeai', to which the seasons 
ore necessarily referred, devotion comes also to the aid of 
music, and all the powers of naturey which are allegorically 
woi-shipped as gods aud goddesses on their several holidays, 
contribute to the influence of song on minds naturally sus- 
ceptible of religious emotions. Hence it was, I imagine, that 
Fa VAN, or the inventor of his musical system, reduced the 
number of original modes from seven to sLv ; but even ibis was 
not enough for his purpose ; aud he liad recourse to the five 
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principal divisions of the day, which are the morning^ noon, 
and evening, called iruandhya, with the two intervals between 
them, or the forenoon and afternoon : by addiiig two divi- 
sions, or intervals of the night, and by leaving one species 
of meloily without any such restriction, S6 ma reckons eight 
variations in respect of time ; and the system of Pa van 
retains that number also in the second order of derivative 
modes. Every branch of knowledge in this country has 
been embellished by poetical fables ; and the inventive ta- 
lents of the Greeks never suggested a more charming allegory 
than the lovely families of the six Ragas, named, in the 
order of seasons above exhibited, Bhairiva, Ma'lava, Sri- 
ba'ga, Hindola, or Vasanta, Di'paca, and Me gha ; each of 
whom is a Genius, or Demi-god, wedded to five RdginU, or 
Nymphs, and father of eight little Genii, called his Pair as, 
or Sous : the fancy of Shakspeabe and the pencil of Albano 
might have been finely employed in giving speech and form 
to this assemblage of new aerial beings, who people the fairy- 
land of Indian imagination ; nor have the Hindoo poets and 
painters lost the advantages, with which so beautiful a sub- 
ject presented them. A whole chapter of the Hardyan con- 
tains descriptions of the R&gas and their consorts, extracted 
chiefly from the DdmOdar, the Caldncura, the Retnamdld, 
the Chandried, and a metrical tract on music ascribed to the 
God Kared himself, from wrhicb, as among so many beauties 
a particular selection would be very perplexing, 1 present 
you with the first that occurs, and have no doubt that you 
will think the Sanscrit language equal to Italian in softness 
and elegance : 
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Lila vihdr$n6, vandntardU, 

Chinvan prasundni vadhU sahdyah, 

Vilasi vHddita divya murtih^ 

Srtrdga ^iha prat^hitah prit'kivydm, 

** The demi-god SBfiUaA, famed over all this earth, sweetly 
sports with his nymphs, gathering fresh blossoms in the 
<< bosom of you grove ; and his divine lineaments are dis- 
tinguished through his graceful vesture.” 

These and similar images, but woudei*fully diversified, are 
expressed in a variety of measures, and represented by deli- 
cate pencils in the Rdgamdlds^ which all of us have examined, 
and among which the most beautiful are iu the possession of 
Mr. R. Johnson and Mr. Hay. A noble work might be 
composed by any musician and scholar, who enjoyed leisure 
and disregarded expence, if he would exhibit a perfect system 
of Indian music from Sanscrit authorities, with the old me- 
lodies of So'ha applied to the songs of Jayade'va, embellished 
with descriptions of all the modes accurately translated, and 
with Mr. Hat’s Rdgivndkl, delineated and engraved by the 
scholars of Cipriani and Hartolozzi. 

Let us proceed to the second artifice of tho Hindoo musi- 
cians, iu giving their modes a distinct character and a very 
agreeable diversity of expression. A curious passage from 
Plutarch’s treatise on Music is translated and explained by 
Dr. Burney, and stands as tho text of the most interesting 
chapter in his dissertation ; since I cannot procure tho 
original, I exhibit a paraphrase of bis translation, on the 
correctness of which I can rely ; but I have avoided, as much 
as possible, tho technical words of tho Greeks, which it 
might be necessary to explain at some length. We are 
informed,” says Plutarch, ” by Aristoxbnus, that musicians 
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** ascribe to Olvpmcts of M^sia the inveuiiou of cnhannonic 
" melodj, aud conjecture tbat^ when he was playing diat- 
** onically on his flute, aud frequently passed fiDm the highest 
of four sounds to the lowest but one, or conversely, skipping 
“ over the second in descent, or the thiid iu ascoi^t, of that 
series, he perceived a singular beauty of expression, which 
^'induced him to dispose the whole series of seven or eight 
** sounds by similar skips, and to frame by the same analogy 
" his Dorian mode, omitting every sound pecnliar to 1 h<? 
" diatonic and chromatic melodies then iu use, but without 
adding any that have since been made essential to the mw 
** enharmonic : in this genus, they say, he composed the 
“ Nome, or strain, called Spondean^ because it was used iu 
** temples at the time of religious libations. Those, it seems, 
were the first enharmonic melodies ^ aud are still retained 
by some who play on the flute iu the antique style without 
** any division of a semi-tone ; for it was after the age of 
** Olympus that the quarter of a tone was admitted into 
“ the Lydian and Phrygian modes ; and it was he, therefore, 
‘^who, by introducing an exquisite melody before unknown 
Greece, became the author and parent of the most beau- 
tiful and aflecting music.’' 

This method then of adding to the character and efiect of 
a mode by diminishing the number of its primitive sounds 
was introduced by a Greek of the lower Asia^ who flonrisbed, 
according to the learned and accurate writer of the travels of 
Akacziarsis, about the middle of the thirteenth ccntuiy 
before Chbist ; but it must have been older still among the 
HinduoSi if the system, t<j which 1 now return, was actually 
invented in the age of IUjia. 
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Since it appears from the Ndrdyan^ that thirty-six modes 
are in general use, and the rest very rarely applied to practice, 
I shall exhibit only the scales of the six Rdgas and thirty 
RdginiSf according to So'ma, the authors quoted in the 
Ndrdyan^ and the book explained by Pandits to Mirza 
Kha'n ; on whoso credit I must rely for that of Cacuhhd^ 
which I cannot find in my Sanscrit treatises on music : had 
1 depended on him for information of greater consequence, 
he would have led me into a very serious mistake ; for he 
asserts, what I now find erroneous, that the graha is the 
first note of every mode, with which every song that is com- 
posed in it, must invariably begin and end. Three dis- 
tinguished sounds in each mode are called graha^ nydsa^ 
ansUt, and the writer of the jS'drdyan defines them in the 
two following couplets ; 

(Jraha swarah sa ityuctO y6 gitddau samarpitah, 

Xydsa s\carastii sa pr6c(6 yO gitddi samdpticah : 

Yu vyactiryanjacu gdn^, yasya serve' augd minah^ 

Yasya servatra bdhalyam eddy ansO pi m lpdtamah. 

The note called graha is placed at the beginning, and 
that named nydsa^ at the end, of a song ; that note, which 
** displays the peculiar melody, and to which all the others 
** are subordinate, that >Yhich is always of the greatest use, 
“ is like a sovereign, though a mere ansla or portiou.” 

“ By the word vddiy' says the commentator, “ he means the 
note, which announces and ascertains the Rdguy and which 
may be considered as the parent and origin of the graha 
“ and nydsa •*” this clearly shows, 1 think, that the ans'a must 
be the touic ; and we shall find that the two other notes are 
generally its third and fifth, or the mediant and the domi- 
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Bsut. Ill the poem entitled Md^ka there is a musical simile, 
which may illustrate and confirm our idea : 

AHolpatufdt pradkdnaiwdd an^M^vS taraswa9*dh$ 
VijigUk&rnripatapah praydnti perichdratdm. 

** From the greatness, from the transcendent qualities, of 
**that Hero, eager for conquest, other kings march in subor- 
**dinatiou to him, as other notes are subordinate to the 
** ans a. ' 

If the ans'a be the tonic, or modal note, of the Hindoos^ 
we may confidently exhibit the scales of the Indian modes, 
according to So'ma, denoting by an asterisk the omission of 
a note. 


Bhairata : 

fd/ia, 

niy 

SOy 

riy 

gOy 

fluty 

pa. 

Vardti : 

Ua. 

rif 

ga. 

ma. 

pay 

dha, 

ni. 

Mediyamddi : 


pay 

« 

* 

niy 

SOy 

• 

> 

ga. 

Bhairavi : 


riy 


muy 

pa. 

dUOy 

Ni. 

Saindhavi : 


ri, 

• 

9 

may 

pay 

dhOy 


Bengdli : 

Ua, 

ri, 

ga. 

7)10 y 

pay 

dha. 

NI. 

Malava : j 

r 

say 

riy 

goy 

moy 

pa, 

dha. 

T6di : j 


ma, 

pay 

dhOy 

niy 

sa, 

ri. 

Gaudi : J 

I ni, 

sa, 

riy 


tna, 

pay 


Gondderi : i 

Aa, 

1 ' 

riy 

g<^9 

nUMy 

pa. 

0 

y 

nL 

SiuVhdvaU : 1 

1 

1 


not in So'MA. 



Caeuhhd : ! 

i 


not in Su'ma. 



SBIRiGA : 

'niy 

S'fy 

ri. 

g<^9 

moy 

/Hty 

dha. 

Mdlavasri : 


I 

g<^y 

way 

pay 

• 

9 

NI. 

Mdrvai : ^ 


May 

pay 

• 

9 

ni. 

sa, 

« 

t 

Dhanydsi ; 


* 

1 

g^9 

ma, 

P<^9 

• 

f 

ni. 

VataiUi : 

say 

rii 


ViOy 

• 

» 

dha. 

HI. 

dsdreWi ; 


pa, 

fiAa, 

fit, 


riy 

ga. 
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HiKDOtA : 1 


*• 

dha. 

ni, 

sa, 

m 

t 

ga. 

Rdmaeri : 

Isa, 

rif 

ya, 

ma, 

pa, 

dha, 

ni. 

Dis'dcshi : 


ma, 

pa. 

dha, 

• 

9 

sa. 

H. 

Lelitd : ' 

sa^ 

rtf 

gdf 

ma, 

• 

9 

dha. 

ni. 

Vildvali : 

dha^ 

ni, 

sa. 

• 

9 

ga. 

ma. 

•. 

Patamanjari : 




not in So'ms. 


Dipaca : 




not in So'ma. 


DM: 

[ri. 

9 

ma, 

pa, 

dha. 

ni. 

sa. 

Cdmhddi : 

j 

ri, 

9^9 

ma, 

7>a, 

dha. 

*. 

Nettd : 

1 sa, 

ri. 

9^9 

ma. 

pa, 

dha. 

ni. 

Ciddri .* 

! w*, 

sa. 

rif 


ma, 

pa. 

dha. 

Camdti : 

Ub 

sa, 

• 

> 

9^9 

ma, 

pa. 


Me'gha : 



not in So'ma. 



Taccd : 

r 

ri, 

ya, 

ma, 

pa9 

dha, 

ni. 

MtUdri : 

{ dha, 

• 

> 

sa, 


m 

> 

ma, 

pa. 

Gurjari : 



ma. 

• 

, 

dha, 

ni. 

sa. 

Bhdpdli : 

\9<t, 

# . 
> 

pa. 

dha, 

9 

sa. 

ri. 

D^acri : 

isa, 

ri, 

9^9 

ma, 

pa9 

dha, 

nL 

It is impossible that 1 should have 

1 erred much, if at all, 


in the preceding table, because the regulai'ity of the Sanscrit 
metre has in general enabled me to correct the manuscript : 
but 1 have some doubt as to VHavalif of which pa is declared 
to be the ansa or tonic, though it is said in the same line, 
that both pa and ri may be omitted : I, therefore, have 
supposed dha to be the true reading, both Mirza Khan and 
the Ndrdyau exhibiting that note as the leader of the mode. 
The notes printed in Italic letters are variously charged by 
temperament or by shakes and other graces ; but, even if 1 
were able to gire you in words a distinct notion of those 
changes, the account of each mode would be insufferably 
tedious, and scarce intelligible v>ithout the assistance of a 
masterly performer on the Indian lyre. According to the 
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best autlioritieB adduced in the Jfdrijfm, the thirty-sig modes 
an, in some province)^ arranged in these forms ; 


Bhaibava : 

( dka, ni, 

«a, 

rif 

9<h 

fna, pa. 

Vardti : 

M, 

rif 

g<^f 

ma, 

pa, 

dka, ni. 

liedhyamSdi : 
Bhairavl : 

ni, 

sa, 

• 

f 

9<h 

ma, 

pa^ dka. 

sa, 

i 

g<^f 

ma, 

e 

» 

dka, ni. 

Saiiidkavl : 

pa. 

dha, Hi, 

sa, 

rif 

ga, ma. 

Bengdlt : 

iM, 


9^f 

ma, 

pOf 

dkay ni. 

Malava : 

r 

• 

daa, 

Hi, 

sa, 

rif ga. 

T6d\ : 

nia. 

pa. 

dha. 

ni. 

sa, 

rif ga. 

Gaddi : 

ni. 

M, 

rif 

90f 

ma. 

, •, dha. 

G6ndacn : 

1 

* 

t 

ga. 

ma. 

pa, 

•, ni. 

Sasfhdi'otl : 

1 dha^ 

► «», 

Ba, 

rif 

gof 

ma, •. 

CaciihM : 

1 

not in the Sdrd^an, 

SRfRAGA : 

{sa, 

rif 

g(ff 

ma, 

pa, 

dha, ni. 

Mdlavasri ; 

1 

rif 

gOf 

ma, 

pa, 

dha, ni. 

Mdravl : J 

1 ^<*1 

% 

f 

gof 

ma, 

pa, 

dJitt, ni. 

Dhanyds'i : j 

' sa, 

riy 

g'^f 

ma, 

pa, 

dha, ni. 

Vagantl : ] 

1 

riy 

9<^f 

HI a, 

pay 

dha, ui. 

Aadveri : I 

.rif 

9<*f 

ma, 

pa, 

dha. 

ni, sa. 

Hixdo'la : ( 

'sa, 

* 

f 

9<h 

ma. 

# 

t 

dha, ni. 

Hdmacrl : I 

sa. 

rif 

9^f 

ma, 

pa, 

dha, ni. 

Desdcshi : j 


ma, 

pa, 

dha, 

m, 

sa, *. 

Lelitd : j 

sa, 

« 

f 

9^f 

ma. 

pa, 

•, III. 

V$l avail : j 

dha, 

ni. 

sa, 

rif 

goy 

ma, pa. 

Patamanjari : 1 

P^f 

dha. 

ni, 

sa. 

rif 

ga, ma. 

Dipaca : 



omitted. 



Desi : f 

ni, 

BU, 

ri, ga, ma, 

pa, dha. 

CdnMdl : ! 

$a, 


ga, ma, jm, 

dha, ni. 

Aettd : ^ 

»a, 

rif 

ga, ma, pa. 

dJta, 111. 

Ceddri : I 



omitteth 



Carndti ; (. ui, 

Ba, 

ri, ga, ma, 

pa, dka. 
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Ms'oha : 

"dha, 

nif 

•a, ri, go, nta, 

pa. 

Taeed : 



(a mixed mode.) 


MeUdri: 

dka, 

nt, 

•, ri, ga, ma. 

•. 

Guryari : 



omitted in the Ndrdyan* 

BkbpdW : 

sa, 

rif 

ga, •, pa, Ma, 


EUacri : 

Lm, 

sa, 

•, ga, ma, pa, 



Among the scales just enumerated" we may safely fix on 
that of Safaioa for our own major modes, since its form and 
character are thus described in a Sanscrit couplet : 


J^iinyasagraha grdmdtM! Uhu skddjS Ipapanckamah^ 
Sring(iravirag6ijn^yah Srtrdgd gUacdvidaih, 

** Musicians know Srirdga to have $a for its principal note 
** and the first of its scale, with pa diminished, and to be used 
for expressing heroic love and valour.’' Now the diminu- 
tion of pa by one s'ruti gives us the modern European scale, 
utj re, 7ni, /a, sol^ la, si, ut, 

with a minor tone, or, as the Indians would express it, with 
throe s'rutis, between the fifth and sixth notes. 


On the formulas exhibited by Mirzakhax, 1 have less 
reliance ; but, since he professes to give them from Sanscrit 
authorities, it seemed proper to transcribe them ; 


Bhaxbava : 

( dha, 

ni, 

sa, 

* 

1 

ga, 

ma, 


Vardti ; 


sa. 

ri. 

9h 

ma. 

pa, 

d/ta, 

ni. 

Medhyamddi , 


ma. 

pa. 

dha. 

ni. 

sa. 

ri, 

ga. 

Bhairavl : 


ma. 

pa. 

dha, 

ni, 

sa, 

ri, 

ga. 

Saindhari ; 


sa, 

ri, 

ga. 

ma, 

pa. 

dha. 

ni. 

Bengali : 


Isa, 

ri, 

g<^, 

ma. 

pa. 

dha. 

ni. 

MIljlva ; 

■ 

' sa, 

ri, 

gci> 

ma. 

pa. 

dha, 

ni. 

T6di : 


sa, 

ri. 


ma, 

pa. 

dha. 

ni. 

Gaudi : 


sa. 

• 

, 

get, 

ma, 

• 

1 

dha, 

nt. 

06ndacri : 


ni. 

sa, 

• 

e 



pa, 

• 

• 

Sust'hdvati : 


dha. 

ni, 

sa, 

ri. 


tfUl, 


Cacuhlnt : 


L dka, 

ni 

sa, 

ri, 


ma, 

pa. 


T 
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Sbi'ra'ga : 

[sa, 


9^y 

ma. 

pa, 

dha, 

nL 

JIdlavasri : 

sa, 



ma, 

pa, 

dha, 

ni* 

Mdravi : 

$a, 

e 

f 

pa, 

gof 

ma, 

dha. 

ni* 

DhangtUi : j 

jM, 

pa, 

dha, 

711, 

rif 

9^9 

•. 

Vasantl : 

\sa, 

ri. 


ma, 

pa, 

dha, 

fit. 

Asdveri : 1 

L rfAa, 

ni, 

$a, 

m 

9 

* 

9 

ma, 

pa. 

Hindo'la : 


• 

f 

9^* 

ma, 

pa. 

• 

» 

711. 

JRdtnacri : 

sa, 

• 

f 

9<U 

7iia, 

pa, 

• 

y 

ni. 

Desdeshi : 

Lett id : • 


ma. 

pa, 

dha. 

ni. 

sa, 


dha^ 

ni, 

sa. 

# 

♦ 

ga* 

ma. 


Veldi'aVi : j 

dhOj 

nif 

sa. 

ri* 


ma, 

pa. 

PataJnanjaH : \ 


dha, 

ni, 

sa, 

ri* 

gOf 

7710. 

Dipaca : 1 

fAflr, 


gift 

7na, 

pa, 

dha, 

ni. 

Desi: 

?•!, 

9'^y 

ma, 

• 

i 

dha, 


sa. 

CamMdx : 

d/ta, 

ni, 

sa, 

rif 

ga* 

ma, 

pa* 

Neitd : 

sa. 

ni, 

dha, 

pa, 

ma. 

9<^t 

ri. 

Ceddri : 

ni, 

sa, 

# 

> 


ma, 

pa, 


Carnati : 

l?ii, 

sa. 

ri* 

iPh 

7iia, 

pa. 

dha. 

Me'GHa; ^dha. 

ni. 

sa* 

ri. 


• 

y 


Taced ; ) 

SUy 

ri. 


ma. 


dha. 

77*’. 

Melliri; J 

dhfiy 

ni, 

* 

y 

ri, 

(ja* 

nia. 


Gurjarl : 

f'i* 


7na, 

pa* 

dha. 

ni, 

sa. 

Bhiipdli: 1 

sa, 


71411, 

dha, 

ni, 

pa, 

ri. 

Desacri : [ 

Self 



7na, 

pa* 

dha, 

ni. 


It may reasonably be suspected that the Moghol writer 
could not have shown the distinction, which must necessarily 
have been made, between the difl'erent modes, to which ho 
assigns the same formula ; and, as to his inversions of the 
notes in some of the lldginisj 1 can only say, that no such 
changes appear in the Sanscrit books which 1 have iiisfiected. 
I leave our scholars and muNiciaiis to find, ainoiig the scales 
here exhibited, the Dorian mode of OLYut’Us i but it cannot 
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escape notice^ that the Chinese scale C» 1^ 0, A, % cor- 
responds very nearly with ga^ ma^ pa, ni, sa, *, or the 
Maravl of So'ma : we have long known in Bengal, from the 
information of a Scotch gentleman skilled in music, that the 
wild but charming melodies of the ancient highlanders were 
formed by a similar mutilation of the natural scale. By such 
mutilations, and by various alterations of the notes, in tuning 
the Vina, the number of modes might be augmented inded- 
uitely ; and Callinat'ha admits ninety into his system, 
allowing hx nymphs, instead of Jim, to each of his musical 
deities : for Dipaca, which is generally considered as a lost 
mode (though MIuzAkhan exhil>iU the notes of it), he sub- 
stitutes Panchttma ; for llindola, he gives us Vasanta, or the 
Spring j and for MCtlava, Xatanc.rdyan or Chrishxa, the 
Dancer ; all with scales rather ditlerent from those of Pavan. 
The system of Iswaua, which may have had some affinity 
with the old Egyptian music invented or improved by Osiris, 
nearly resembles that of IIancmat ; but the names and scales 
are a little varieil : in all the syste ms, the names of the 
modes are signiticant, and some of them as fanciful as those 
of the fairies in the Midsummer Xight s Dream. Forty-eight 
new modes w'ere added by Bherat, who marrys a nymph, 
thence called Bh&rya, to each Putra, or Son, of a Biga ; thus 
admitting, in his musical school, a hundred and thirty-tiro 
manners of arranging the aeries of notes. 

Hud the Indian empire continued in full energy for the 
last two thousand yeiU's, religion would, no doubt, have 
given permanence to systems of music invented, as the 
Hindoos believe, by their go<ls, and adapted to mystical 
poetry ; but such have been tlie revolutions of their govern- 
ment since the time of Alexander, that although the San- 
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Bcrit books Lave pi'eseired the theory of their musical oompo- 
sition, the practice of it seems almost wholly lost (as all the 
Pandits and Rdjas confess) in Qauv and Magarha^ or the 
provinces of Bengal and Behar, AVhen 1 first reail the songs 
of Jayad^va^ who has prefixed to each of them the name 
of the mode in which it was anciently sung, 1 had hoj^cs of 
procuring the original music ; but the Pandits of the south 
referred me to those of the west, and the Biiihmcns of the 
west would have sent me to those of the north ; while they — 
I mean those of y^pdl and Cashmir — declaix'd that they had 
no ancient music, but imagined, that the notes to the 
Gitag6vinda must exist, if anywhere, in one of the southern 
provinces, where the Poc-t was born : from all this 1 collect, 
that the art, which fiourished in India many centuries ago, 
has faded for want of due culture, though some scanty 
remnants of it may, perhaps, be preserved in the pastoral 
roundelays of Mat'^hurd on the loves and sports of the Indian 
Apollo. We must not, therefore, be surprised, if modem 
performers on the Vina have little or no modulation, or 
change of mode, to which passionate music owes nearly all 
its enchantment : but that the old musicians of India, 
having fixed on a leading mode to express the genei-al charac- 
ter of the song, which they were translating into the musival 
language, varied that mode, by certain rules, according to 
the variation of sentiment or passion in the poetical phrases, 
and always returned to it at the close of the air, many 
reasons induce me to believe ; though I cannot but admit, 
that their modulation must have been greatly confined by 
the restriction of certain modes to certain seasons and 
hours, unless those restrictions belonged merely to the prin- 
cipal mode. The scale of the we find, comprsse<l l>olh 



OF THB HINDOOS. 


ir>7 


our European inodes, and, if some of the notes can be raised 
a semi-tone by a stronger pressure on the frets, a delicate and 
experienced singer might produce the effect of minute en- 
harmonic intervals : the construction of the instrument, 
therefore, seems to favor my conjecture ; and an excellent 
judge of the subject informs us, that, “ the open wires are 
** from time to time stnick in a manner that prepares the 
ear fur a change of mo<itilation, to which the uncommorily 
“ full and fine tones of those notes greatly contribute.'’ We 
may add, that the Hindoo poets never fail to change the 
metre, which is their mode, according to the change of subject 
or sentiment in the same piece ; and 1 could produce in- 
stances of poetical modulation (if such a phni.se may be used) 
at least ecpial to the most aftecting modulations of our 
greatest composers : now the musician must naturally have 
emulated the poet, as every translator endeavours to re- 
semble bis original ; and, since each of the Indian modes is 
appropriated to a certain aftectiun of the mind, it is hardly 
possible, that, where tlie passion is varied, a skilful musician 
could avoid a variation of the mode. The rules for modula- 
tion seem to bo contuineii in the chapters on mired modes, 
for an intermixture of Melldri with TOdi and Snindhavi 
means, I suppose, a transition, however short, from one to 
another : but the question must remain undecided, unless 
we can find in the Sangiias a clearer account of motlulation 
than I am able to produce, or unless we can procure a copy 
of the Qitag6vinda with the music, to which it was set, l)efore 
the time of Calidas, in some notation, that may be easily 
deciphered. It is obvious, that 1 have not been speaking of 
a modulation regulated by harmony, with which the Hindoos, 
I iH'lieve, were unacquainted ; though, like the GreeVs, they 
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distinguish the comomfU and distonamt sounds : I mssn only 
such a transition from one series of notes to another, as we 
see described bj the (irreeit^muaicianii, who were ignorant of 
Aarmofiy in the modem sense of the word, and, perhaps, if 
they had known it ever so perfectly, would have applied it 
solely to the support of melody, which alone speaks the 
language of passion and setdiiueut. 

It would give me pleasure to close this essay with several 
specimens of old Indian airs from the fifth chapter of So'ma ; 
but I have leisure only to present you with one of them in 
our own characters accompanicil with tlie original notes. I 
selected the mode of rcnraii//, because it was a<lapted by 
Jayadeva himself to the most beautiful of his oiles, and 
because the number of notes in compared with that 

of the syllables iu the Sanserif .stunza, niuy lead us to gucHs, 
that the strain itself was applied by the musician to the very 
words of the poet. The words are : 

Laliia htvun^a laid fM^ri*Vana cOmala nHthti/a 
Madh'ticara nieara caramhita CoeUa efijita cuttja entire 
Vi/taraii htrit iha sarasa easauti, 

tfurafi jantna saman sac/ii cirahi Janasiia duranfr. 

*• While the soft gale (if Mahj^a Wiifis perfume from the 
** l>eautiful cluve-plant, and the recess of each tlowery arbour 
** sweetly res( nil ids with the Htrains of the Coei^i, mingled 
“ U’ith the murmurs of the honey-making swarms, Jleri 
“dances, O lovely friend, with a conjpany of damsels in this 
“ vernal season ; a season full of delights, but painful to 
“ separated lovers." 

I have noted Soma's air in tln^ major mode of A, or #«, 
which, from its gaiety and brilliancy, well expresses the 
general hilarity of the son- ; but (lie sentiiiiMiit, oftvii under 
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pain, even in a season of delights, from the remembrance 
of pleasures no longer attainable, would require in our music 
a change to the minor mode ; and the air might be disposed 
in the form of a rondeau ending with the second line, or 
even with the third, where the sense is equally full, if it 
should be thought proper to express by another modulation 
that imitaticc which the poet has manifestly attempt- 

ed : the measure is very rapid, and the air should be gay, 
or even quick, in exact proportion to it. 

AX OLD INDIAN AIR. 



ri g:i ma pa dba iii aa 
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The precediug is a strain in the mode of Hind6la, begin- 
ning and ending with the fifth note <a, but wanting pa, and 
rtf or the second and sixth : I could easily have found words 
for it in the OUag6vinday but the united charms of poetry 
and music would lead me too far ; and I must now with 
reluctance bid farewell to a subject, which 1 despair of 
having leisure to resume. 
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ANECDOTES OF INDIAN MUSIC 


BY 

Sir W. OUSELEY. 


When I first resolved to apply myself to the study of the 
fine arts, as cultivated among the Persiaus, I solicited from 
various correspondents settled in the East the communi- 
cation of such books and original information on those sub- 
jects as their situation might enable them to procure, \9hilst 
I availed myself of every opportunity that oftered in this 
country to increase my collection of Oriental manuscripts. 

With two line copies of Sadi’s Ouiistun and Boston, which 
once belonged to the celebrated Chardin*, I have lately beeu 
so ft >rt unate as to pruchase a short, but very curious, essay 
ou Persian Music, which from many circumstances I am 
willing to persuade mysedf was brought to Eur 4 >pe by that 
ingenious Orientalist, and is the same manuscript of which 
he laments that he had not procured the cxplauatiou vrhile 
at lsfahan.\ But as my design in the present essay relates 

* Fn.)xn hix nutex, written in n inoxt minute ban>l, niul in the French and 
Latin Inn^fuagox, lUi sovoral pages uf the Outisca}*., the Second Number ui* 
this wurk ^ball be enriched w'ith extracts. 

t Chardin, (Quarto Edition, I73:»)YuI. Ill, F. 

Sir Wiiliani Junes, in his Dissertutu'u un the Musical Modes of the Hindus, 
Tnentii.'ns a Persian treatise entitled *' fbtrrufu Iruj, ouiuposod by a very 
learned man, so generally called &'Atra;i, or tfii> jirrf'.tf p/i « of 

SAtnic, that his prujHjr iiamu is almost forgotten.*' ..fniirtc Jtcsean'hft, 
Vul. 111.— An ingenious friend has communicated the title of the Essay on 
Music comprised in that collection. 
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only to the music of Hindustan, I shall proceed to mention, 
that among several books sent to me from that country, some, 
though written in the Persian language, profess to bo 
translated from the Ssiuscrit, and treat of the musical modes, 
the Raugs and Raiiginecs of the Hindus, From these, how- 
ever, so little has been borrowed in the course of the following 
remarks, that if any thing curious or entertaining should be 
found in them, the thanks of the reader will be principally 
due to my brother Mr. Gore Ouseley, whom a residence of 
several years in India hcos rendered perfectly acquainted with 
the theory and practice of Hindu Music. 

By him were communicated the Indian airs, and drawings 
of musical instrument : I can only boast of having compilod 
from his letters : of having deciphered (not without difficulty) 
the notation of the Eamgully, and translated a few passages 
from a Persian manuscript treatise on music, which I shall 
mention hereafter, and for the perusal of which I am indebted 
to the politeness of Sir George Staunton. 

On the subject of those ancient and extraordinary 
melodies, which the Hindus call Raugs, anrl Ruugintcs, 
( iJl) and ) the popular traditions are as numer- 

ous and romantic, as the powers ascril>ed to them are 
miraculous. Of the six Raugsy the five first owe their origin 
to the God Mahodcoy who produced them from his five heads. 
ParhutUCy his wife, constructed tiie sixth ; and the thirty 

(Jx\i y etcU |JU uiuLoj wUr j\ ^^Lmyc 

wLicb, from certain circumstanccfl, Lc ouco believed to be the coujf>o«ition 
of .Sadi. 

We find an Essay on Music among tbe Works of another celebrated 
poet, Jami. 
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Ranginecs were composed by Brimha, ThaS| of celestial 
iuvcutioo; these melodics are of a peculiar geuus : aud of 
the three aucieut genera of the Greeks resemble most the 
enharmonic; the more modern compositions are of that 
si^ecies termed Diatonic, A specimen of these is given in 
tlic IJindovee air, Gul hudduti thoo ham see, in the annexed 
plate ; of which the words (too trifling to deserve translation) 
arc thus written in the original language : 

In the same plate I liavo given the notes of a II indie 
Jungle Tujgja and of a Bengalee tune ; of which the follow- 
ing arc the words : 

yoch erbesor Jeelee Mille 
Poteer gulla doorea Koonja 
Chooia dauniee hassia Naaloo 
Rangonee g\calia naalo 

A considerable difliculty is found in setting to music the 
Raugs and Ihiuginees, as our system does mtt supply notes 
or signs sufficiently expressive of the almost imperceptible 
elevations and depressions of the voice in these melodies ; 
of which the time is broken and irregular, the modulations 
frequent and very wild. Whatever magic was in the touch 
when Orpheus swept his lyre, or Timotheiis filled his softly 
breathing lliite, the effects said to have been produced by 
two of the six Raugs, are even more extraordinary than 
any of those ascribed to the modes of the ancients. Mia 
Tonsiiie, a wonderful musician in the time of King Akher, 
sung ouo of the Sight Raugs, at mid-day : the powers of his 
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music’were such that it instantly became night, and the 
darkness extended in a circle round the palace as far os the 
sound of bis voice could be heard. 

There is a tradition, that whoever shall attempt to sing 
the Rang Dheepuck is to be destroyed by fire. The Emperor 
Akher ordered NaiJc Gopaiil^ a celebrated musician, to sing 
that Ravg : he endeavoured to excuse himself, but in vain ; 
the Emperor insisted on obedience : he therefore requested 
permission to go home, and bid farewell to his family and 
friends. It was winter when he returned, after an absence 
of six mouths. Before he began to sing he placed himself 
in the waters of the Jumna till they reached his neck. As 
soon as he had performed a strain or two, the river gradually 
became hot ; at length began to boil ; and the agonies of the 
unhappy musician were nearly insupportable. Suspending 
for a moment the melody thus cruelly extorted, he sued for 
mercy from the Monarch, but sued in vain. Akhe)* wished 
to prove more strongly the powers of this Rang : 

Gopaul renewed the fatal song : flames burst with violence 
from Lis body, which, thougli immersed in the waters of the 
Jumna, was consumed to ashes ! 

These, and other anecdotes of the same nature, are related 
by many of the Hindus, and implicitly htdieved by some. 

The effect produced by the Mulg Mulluar Rang was imme- 
diate rain. And it is told, that a singing girl once, by 
exerting the powers of her voice in this Raug, drew down 
from the clouds timely and refre.shing showers on the parched 
rice-crops of Bengal, and thereby averted the h(»rn>rs of 
famine from the Paradise of Regions.'* An Euro[>eaii, iu 

* An Arabic title given to the province of liongal by Aurungseeb. Seu 
Jouce* Ferf. Grum. p. B2. 
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that country, inquiring after those whose musical perform- 
ance might produce similar effects, is gravely told, “ that the 
art is now almost lost ; but that there are still musicians 
possessed of those wonderful powers in the west of India.** 
But if one inquires in the West, they say, that if any such 
performers remain they arc to be found only in Bengal/* 

Of the present music and the sensations it excites one can 
speak with greater accuracy. “ Many of the Hindu melo- 
dies” (to use the words of an excellent musician) possess 
the plaintive simplicity of the Scotch and Irish, and others 
a wild originalit}" pleasing beyond description.” 

Counterpoint seems not to have entered, at any time, into the 
S3*stem of Indian Music. It is not alluded to in the manuscript 
treatises which I have hitherto persued, nor have I discovered 
that any of our ingenious Orientalists speak of it as being 
known in Hindustan. The books, however, which treat of 
the music (^f that country are numerous and curious. Sir 
William Jones mentions the works of a musician ; the 

Darnoihaxt, the Xara^an, the Ragarnava, (or sea of passions} ; 
the Sahlijvinoihi, (or delight of assemblies) ; the Ragavibod/ia, 
(or doctrine of musical modes) ; the Ratnacara, and many 
other Sanscrit and Hindustani treatises. There is besides the 
Raugaderpun, (or mirror of Raiigs) translated into Persian 
by Fakur UUah from an Hindovee Book on the Science 
of Music, culled Munciittnhuh, compiled by order of Han 
Sing, Rajah of Oualicr, The Sungeet Durpon (or mirror 
of melody) is also a Persian translation from the Sanscrit* 
To these I am enabled to add, b\’ the kindness of the 
learned Baronet whom I have before mentioned, the title 
of another Hindovee work translated by Deenanaut, the son 
of Bausdheo, into the Persian language on the firat of 
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the mouth Ramjan, iu the year of the Hegira 1137, of our 
sera 1724. 

^ 

4 :^!^ y u^k 

“ Au Essay on the Science of Music, translated from tho 
book PaurjaiUhuck : the object of which is to teach the 
understanding of the Raugut and RavgineeSy and the playing 
upon musical instruments.*’ 

From this work, while I refer the reader to the learned 
observations of Sir William Jones, and other ingenious inein- 
bei-3 of the Asiatic Society, on the musical modes, and tho 
instruments of the llindusy I shall here briefly state that 
they have a gamut, consisting of seven notes, like our »»wn, 
which being repeated in three several Ast, bans,* or octaves, 
form iu all a scale of twenty-one natund notes. The seviui 
notes which form the gamut are expressed, Su, ra, ga, ma, 

pa, da, na, or Sa, ri, ga, ma, pa, dha, ni And, when 

written at leiigtli, stand thus : 

^ ^ Kau, redge 
Rekhub 
GuuJhaiir 
Mu<l, dhuin 
Punch uin 
oyfc.i Dhawoth 

Xeekhaudli 

• Froiia tlic S-iHhrrii words or aifhon, f U’A*) :il»d (the 

f.f « iKhnl or any thing rcsen.hling it,) a very IcanK-d (iriviilaliKt i» <-f 
ojaiiion that the Hebrew AMnroth, and tlic J'crr.iau h\tarnh, (f..iim;rly 
( » Btir with eight r.i>>; arc most jimbably derived The l*ci>ian 
niirueral is evidently the fcaioc au tho SanAcrit. Sec Mr. \Nilloida 

Jiibsay on Egypt and the Nile— -Vj»iatic itcb. \oi. ill. 
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Of these seven words, (the first excepted) the initial letters 
are used in writing music to represent the notes. Instead 
of the initial of the first or lowest, {Kauredge) that of the 
word (snr) is used, which signifies emphatically the note, 
— being, as it were, the foundation of the others, *'and 
named ” (says Sir AVilliam Jones*) Sinara, or the sound, from 
the important office which it bears in the scale.” — The 
use of Sur or Sw ira instead of Kauredge prevents a possibi- 
lity of mistaking the initial of the latter for that of Oun^ 
dhaur ; 0 . circumstance which might otherwise happen, the 
characters being alike in form. But it is not the initial 
letter only of each note that we find used in writing music : 
liekhuh is often thus described DhavKih and 

KccL'h*n:dk when the gamut may be expressed accord- 

ing to the form givem by Sir William Jones : sa ri ga ma pa 
dha ni . — And in a manuscript before me the first note is 
always fully described (snr). 

In each of the throe octaves, wherein these seven notes 
are repealed, there are twenty-tw’o Srutis,ov soorfs, (Dieses) 
by which the Major and Minor tones are most curiously 
distinguished : 

Major tone Minor tone Scini Major Major Minor Semi 
tunc 

I I I I I I I I I I I t I I t I 1 I I t I L 

1111 1 I r 

u- sa j ra sS ga f ma y pa da ^ na 


^ Essay on tbo Musical Modes of the Ilindus.— Asiatic Researches, 

Vi.l. in. 




170 


ANECDOTES OF INDIAN MUSia 


The following words are found written at lengthy either 
preceding, under or over the notes according to the iteceesary 
variations. I have given their pronunciation and siguifioa- 
tion : 

iHaitd, slow. 
jRo, quick. 

Gushi, quaver. 

Jamba tin, shake. 

KasheeJ, lengthen, or continue the sound. 4 
Thuvrah^ double, but not so quick as to be confound- 
ed into one. 

Teep Either of these words marks tlie 

Kopaulcc J note to be raist.*d an octave. 

Sometimes one note is affected by t^Yo of those words ; 
as Thurrah and Kashecd placed over nr under the note 
Dhoicotk in the Rarrt^uVp, of which I have given the ntdiition : 
and in the manu.script. before me those words are written in 
red ink, while the characters which represent the notes are 
in black. 

I .shall endeavour to exjdain the nutation of tlie tune, 
given in the annexed plate, in the fiuluwing manner, using 
capital letter.s to express the notes, and italics Tu* the wurd.s 
which are applied to them, and which in the manuscript 
are w'ritten in red ink, but in the plate are expres.sed in an 
oblique and .smaller character. 

(before the tune we read Canoon c nctcaktun llamguUy^ 
The rule for playing the air Karnguily.) 

SA SA OA SA 

htaud Jto Jio lio 


DMA 

Jlo 


Kpy 

hi and 



• ()t: €o( 1 : 1797 . .ml 




o6 



/? 

nT” 

1 ! 


u 

— n ^ 

1 ; ' 
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KPY 

NI 

DHA 

PA l)HA 

IsCaud 

Kasheed 

Thurrah 

Thurrah Kasheed 

gusht 


kashced 


NI 

DllA 

PA 

MA OA GA 

Thurrah 

Jio 

Kasheed Thurrah Thurrah Ito 



Kasheed 

(U 

m 

SA 

SA 

Kashced 

Thurrah 

Thurrah 

htaud 


Kasheed 

Kasheed 



Here SA signifies sur, (which itself, as I before remarked, 
is put for the first note Kaiircdge) ; GA, Gundhaur ; DHA, 
DJiatoothy Ac., but the reader will perceive the introduction 
of KPY ill the above scheme, not emimcrtited among the 
notes of tVie Gamut. I have used those three letter-s to 
express Kopahc (signifying the octave of the note) wliich in 
the manuscript is described by an Arabic Cas of a different 
form from the character which represents the note GundhaH)\ 
as may be seen in the engraving, where I have given, copied 
exactly from the drawing in the manuscript, a figure of the 
Tamhooreh with the notes applied to the finger-board, 

explanatory of its scale. 

There are annexed also, representations of the Serinda, 
or Bengal violin, in full (fig. 1.^ and profile t^tig. 2.,^ with 
its bow, (fig. 3.) The .strings of this instrument are of a 
certain kind of silk. 

Of the Baasercc, (fig. 4.,) or pipe of Kris/tnah, the Hindu 
Apollo : one perforated bamboo similar to our Flageolet, 
except that each hole Is not .so exactly divided by 
notes, but many by lialf notes : its tone is .soft and 
plaintive, and so easily filled that some blow it with their 
nostrils. * 
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Of the Toomeree, (fig. 5.,) an instrument more common 
ill the Deckan than in Bengal : it is fonned a Gourd or 
Cuddos nut, and two small perforated bamboos, with reeds in 
each, like those of the bag-pipe. 

In a future Number of this Publication the subject of 
Indian Music shall be continued ; the notes given of a tune 
set^rom the voice of the singing girls of Cashmere, and 
some passages from an original manuscript in Persian, on 
the Music of that province. 
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When music was first rcnluccMl to a science, it is probable, 
tlmt it was confined to the few scientific men, whose education 
and studies fitted tlicm to understand its principles ; and that 
the first efforts of the science were displayed in hymns to the 
deities : each being aAldrcssed in a peculiar mode, rhythmus, 
and expression. 

According to Plato,* the E(j>ipiia)u< were restricted by 
their laws to certain fixed meloaies, which they were not 
permitted to alter ; he says, that the lawgivers of Enppf 
npjiear to have laiil it down as a jninciple, that ‘‘ young men 
in cities should be accust'uned to beautiful figures and beauti- 
ful inclodie.s, and that it was one of their institutions to 
exhibit in their what these were, and what the qua- 

lit ie.s which they possessed ; and besides these it. wa.s not 
lawful cither for painters or other artilicers to introduce any 
that wore new, or even to think of any other than those 
belonging to their country.’’ He adils, *• nor is it lawful at 
present to do this either in these particulars or in the whole 
of music. If you ob.serve, therefore, you will find, that paint- 
ings and sculi>tures there, which were executed ten thousand 


• On Lffeislrttnai. nialogiio iinl. 
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j^eara ago, as if they were not of such great antiquity, are 
neither more beautiful nor more deformed than the paintings 
or carvings of the present day, but are fashioned by just the 
same art.” 

When Clinias observes, that he spoke of a wonderful cir- 
cumstance, he replies, “It is, however, a circumstance per- 
taining to law and politics in a ti*anscendent degree, you 
will likewise find other things there of a trifling nature, hut 
this respecting music is true and deserves attention, because 
the legislator could firmly give laws about things of this kind 
and with confidence introduce such melodies as possessed a 
iitatural rectitude : hut this must he the work of a God, or of 
some divine person ; just as they say there, that their melo- 
dies, which have been preserved for .such a length of time, are 
the Poems of /sw.” 

Plato considers this restriction as proper and necessary 
to prevent the introduction of sensual licentiousness and 
efiSminacy. There appears to have been some such idea of 
restriction, amongst the ancient Hindus, by the confinement 
of their music to thirty-six melodies : viz,, the six Ragas and 
thirty Raginis : Xhe forty-eight Putrus are melodies, which 
seem to have been introduced in after times, when the dis- 
cipline, alluded to by Plato, had begun to be relaxed. 

But the Indian Rngas and R tgittis are fixed respectively 
to particular sea.soiis of the year and times of the night or day. 
This is a circum.stance particularly deserving remark, as it 
is probably peculiar to the Hindu music. 

It is likely, that these melodies wore in former times ap- 
propriated to the service of difl’erent deitie.s. In such case 
the iiagas or lioginis wotild derive their appropriation to 
particular times anil seasons, from the times and seasons 
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allotted by the llindu ritual for the peiformance of the 
services to which they were respectively appropriated. This 
a2)i)ears probable : but whatever might have been the origi- 
nal cause of this apparent singularity, it has become so com- 
pletely engrafted on the ideiis of music amongst the natives 
of liidia^ that they cannot at this day «!ive.st their minds of 
the prejudice. The Muslemans have universally adopted it ; 
and a performer, who should sing a R»iga out of its appro- 
priated season, or an hour sooner or later than the time ap- 
l)ointed, would be considered as an ignorant pretender to the 
character of a musician. This restraint upon their music, 
which Earopeana would think insupportable, the huHati 
considers as absolutely necessary to give a true relish to the 
melody. The origin of this custom seems lost iu antiipiity. 
No llindUi with whom I have conversed, has been able to 
account f<ir it. Wc may, therefore, suppose it probable, that 
it originated, as I have observed before, in the religious 
restraints to which music appears to have been subjected, 
when lirst rcvluced to fixed principles as a science. 

Music must have been cultivatetl in very early ages by 
the Hindus ; as the abrivlged names of the seven nt>te.s, nr., 
sa, rif ga, nicx, jpUf d/iu, «/, are said to occur in the Sliuiu 
V t’da ; and in their present order. Their names ut K iurtli 
are as follow : 

Shadja pronounced Sarja or Kharja, 

JiUhtibha pronouuceil Rikhahh, 

Oand'hara, 

Madhifiima. 

Panchuma. 

Dhaivata, 

yhhiula pronounced Si Had. 
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Hence we find, that the above-mentioned abbreviated names 
of these notes, which are used in what we call Solfaing or 
Solmizaiion, are the first syllables of their names, viz.^ Sa^ 
riy gay nia, pOy dha, ni. The complete scale is called Swara* 
grdma or assemblage of tones ; it is likewise called Septac 
or heptachord, as containing, or consisling of, seven notes. 

The Hindus place the seven notes under the protection 
of seven AtJPhishfhdM Dh'aids, or suporiiitcudiiig diviiiitie.s, 
as follow : 

under the protection of Agni. 

RUhahha, of Bbahma. 

Gdndhdra, of SARAsVATf. 

Madhyama, of M aha dev a. 

Panchama, of Sal or LacshmI. 

Dhaivatdt of Gan'eVa. 

Isishdda, of Subya. 

Of these notes, there are four descriptions : 1st the Uddi, 
which is the Ansa or key note; and is descrilied as the 
Rajah on whom all the rest depend ; the 2nd iaSanbuUi which 
is considered as the A/anfri <r priijci]»al minister of the 
Eajah; the 3rJ are A described as subjects attached 
to their Lord ; 4th Bihddi, mentioned iis iniinical him.* 

The liuidxLS divide the octave into tweiity-twe intervals, 
wdiich are called \>y alhAting four .S ; a/i to repiesent 

the interval which we call a major tou<% tliree to describe a 
minor tone, and two the semi-tone : not as being matbemati- 
cally just, but as means of repieseiitiiig to the eye, and to the 
understanding, the supposed relations which these intervals 

• The three last distinctions seem to corresjKind to the 
Parojihonia, ikiid Arnphonia, of the Greeks. Gajmimu s in his Hitriiiniiic 
Introduction, exiih.in& Parft^.houia, a mean between consonance and dis- 
Mouauce ; vvherc the bound, bj the ear, aiip«ar« conaouaut. 11. T. 
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bear to each other > merely to ahew, that a semi-tone is half 
a major tone, and that the minor tone is a medium between 
the major and semi-tone, being less than the former and 
greater than the latter. Mathematical calculation is out of 
the question. 

Perhaps they were induced to moke this division of the 
octavo, by considering the minor tone as not divisible by two 
without a fraction ; and therefore made the whole number 
three, to represent it : for, if wo divide the octave into twelve 
semi-tones, this will give twenty -four quarter tones or S'riUi ; 
but by allowing three to represent each of the two minor 
tones, instead of four, there will remain only twenty-two, 
the number of S'mti admitted. 

The S'riUis are personified as so many nymphs ; and, in the 
S^ingita liutndcara, are thus named and arranged.* 

To ShaJJu or To Panchama or 

. 4 ( Tihra Pa .... 4 ( Cirti 

1 Cumudvati 1 Ractd 

^ Mundd j Dipari 

( C/itindoiya \ Aldpini 

To Rtsliahha or 

Ri .... 3 C Dapdvati 

< Reujani 

( Retied 


To Gdndhdra or 

Ga .... 2 J Rudri 
— \ Cr6d hd 


To Dhaivata or 
Dha ... 3 


Madanti 
Ptthiui 
Ravi pa 


To Madhpama or 

i/a .... 4 ( 


Bdjricd 
P rasa rani 
Priti 
Mdrjaiii 


To Xishdda or 

Si . . . 2 ( Cpta 
- — / Cdhiri 


• The njiinoB, exhibited in the San</ita DdinCnlara, are quite different. They 
Holdoiii occur except in the writings uf aiithora treating on music. II. T. C. 
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The Hindus have three Ordmas or scales : viz.^ Shadja- 
Ordnia, Madhyama-Ordma, and OdndMra-Grdma, The 
foregoing arrangement of the S^ruti is that of the Shadja- 
Grama, which consists of two disjunct, but perfectly similar, 
Tetrachords, separated by a major tone. The Madhyama^ 
Gra mn is formed from this by a transposition of the major 
tune bet ween Pa and Dha, and of the minor tone between 
Dha and Si; thus the technical language of Hindu music, 
Dha takes one S ruti from Pa, and becomes thus possessed of 
four, leaving three to Pa. 

The two Ordmas may be thus represented. 

Teirachord. Tetrachord. 

Sa Ri Ga Ma Pa Dha Ni Sa 


Shadja 

Ordiixa 


ju 

Sa Ri Ga Ma Pa Dha Ni Sa 

Madhyama] 1.2. 3. 4.'1.2. 3.|l.2.1.2. 3.4. 1.2. 3. 1.2 3.4. I.2.| 
Gr&VM. j I I I I ; i I I I III II I I I I I j 
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cc 
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1 
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When the change of key requires a different modulation, 
the changes in the disposition of the S'ruti are called Vicrlt : 
they reckon twelve such. 

When a note is to be rendered graver or deepej’, they say 
that such a note takes one or more S' rufi from the note im- 
mediately below it, as in the example of the change from the 
Shadja Ordnia to the Madhyahia Urarna^ where Dha is made 
one S'ruti flatter than in the former scale. 

If a note is to be raised, the expression is, that .such a 
note gives one or more S'niti to the note immediately below 
it ; which operation renders the note proportionally sharper, 
as its distance from the note immediately below it is conse- 
quently increased j and to that immediately above it, the 
distance is in the same proportion diminished. 

The ihind/iara Ornma is formed from the Madhyama 
Omma ; ami in the construction of it, the Saiigita Darpana 
points out three changes in the scale. 

IsL (7a takes one S ruti from a, and be- 

comes of three i, r., by rendering the third note Ga flat, the 
interval between Hi and Ga i.s reduced to a semi-tone, and 
that between Ga and J/ti becomes a minor tone. 

2tid, Panchania loses one S'ruti to Gandham, 

I am at a loss to know how this can take place ; I rather 
suspect au error in the text, aiul would propose to substitute 
Dha the .sixth note instead of Gandhara. The three S'nai 
of Panchama make the interval between the 5th and Gth : by 
losing one, it is reduced to a semi-tone ; but it ciuinot lose 
this one to Gandhara, which is the third note. There are 
but two methods of reducing this interval to a semi-tone : 
one by raisiug the fifth note ; the other by rendering the 
sixth flat. But hero the interval between the 4th and 5th 
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remains unaltered. It must in this case be done by making 
Dha the Gth note flat \ or, in the language of Bindu music, 
by giving one of Panchamas ^rulU to Dhaivata. 

Zrd, SuddJioswara gives one S'ruti to BishaJa. Hero 
H'ishada is rendered one S'ruti flat. Suddhaswani is not the 
name of a note ; but is explaiuevi to me to be a term applied 
to a note possessing its full comjflimeut of S rut is. It may, 
therefore, be applied, in this case, to Dhaivata ; for, although 
it may give one ^'ruti to XUhada^ yet it gains one from 
Panchama, and still retains four complete *9 rutis. 

If these conjectures are admitted, and we compare it with 
the Madhyania Grama (to which these changes evidently 
refer), it will stand thus : — 

Sa Ri Ga Ma Pa Dha Ni Sa 
4 . 3 . 2 . 4 . 3 . 4 . 2 . 

Madhyama I | I ‘ j 


Sa ili Ga Ma Pa I dm • Ni Sa 


4 . 

Gdndhdra 

Gi'dhta 


C 




That the JlindM [>rohably, by this division of the octavo, 
meant nothing more than what I have before supposed, 
may appear from the following table, in which the intervals, 
between each note and the note above it, are taken from 
Mr. Malcolm's series of the octave in the two modes (as 
given by Mr. Chambers, under the article scale). This 1 
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have done, in order to compare those intervals with the S*ruti 
of the Hindus, and to show the difference. 

Malcolm’s series of the octave. Malcolm’s series of the octave. 

J t 5 i 1 A i I i i i i i \ 

Major Mode Minor Mode 

or or 

Madh^ama Grama, Gdndhdra Ordma, 



What they are as stated l»y the Hiiehis. 
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If we revert to the Shadja Orama, wo shall find it composed 
of two disjunct, but perfectly similar TVlrac/iorrf®, separated 
by a major tone : both Tetrachord^ are expiesseJ by the 
name numbers 4. 3. 2 ; and, if we reject the fractions of the 
first Tetrachord in the foregoing table, we have the same 
number : and, as they considered the 2nd Tvtrac/iord as per- 
fectly similar to the first, they probably made use of the 
same numbers to express that similitude. 

There are three kiinls of characteristic melody for the 
structure of /iaqas, either by the use of all, or the exclusion 
of one, or two, particular notes. Those Rttgas, in which the 
whole seven notes are employed, are called Ilmnir hurem. 
Those, which exclude one particular note, and only use the 
remaining six, are called Cadhir, Those, which oxeliule two 
particular notes, and only reserve live, are called Or(u\ There 
is a passage in Dr, Burney s history of nmsie, and one, in the 
Briti.sh Eucycloptedia (speaking of the (JnyVia Uotta* or the 
broken pillar lying in the Cauipus Martins at Rome,) hy which 
it appears, that there is on this i>illar or ohelisk the ligui’c (»f 
a nuisical instrument with two strings and with a neck ; tli.'it, 
by the means of its neck, this instrument was LM]»abIe, with 
only two strings, of producing a great number of n(*tes ; that 
these two strings, if tuned fiuiith'i to each other, w<»uld fur- 
nish that series of sounds called by the ancimts JI* ptachord^ 
which consists of a conjunct Tetrachord as B. ('. I). E ; I'. (I. 
A ; if tuned in fifths, they would produce an octave, or two 
disjunct Tetrachords. 

This may possibly explain the principle of (he construction 
of the Shadja Orama of the Jlindus ; and there is a similar 

* A fragment (jf an ‘*f tlic nnt><|uity, whicb liad 

been brought to linm* under n is r'lvtn.d wiih 
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instrument still in use, called Dwitantri^ which I ha^e often 
seen and heard ; and, as far as I remember, it is tuned in 
fifths. It consists of a wooden body, hollowed out and cover- 
ed with parchment ; it has a neck and two strings, and is 
struck with a plectrum. 

The Madhyama Ordma is evidently our major modes ; and, 
if I am right, that of Qandhava is our minor mode. 

The extent of the Uindii scale is three Septacas ; which are 
thus fancifully described : the lowest or first Septaca, called 
Miindra-sthdnai is derived or produced from the navel, 
extending upwards to the chest ; the second Madfiya-sihana, 
from the chest to the throat ; the third Tdva-st/idnay from the 
throat to the brain. 

The scale is denominated Grdmay (literally village,) because 
there is in it the assomblago of all the notes, S'rutis and 
M&rchhandSy arranged in their proper places, as mankind 
assemble in towns and villages, and there assume their differ- 
ent degrees and stations. 

In considering the names given to the three Gramas, it 
appears to me, that the Shadja Grama takes its name from 
the lowest note in that scale, as being the foiindation of the 
first Tetrachord ; the second Tetruchord being apparently 
formed from the first by fifths : in which case the Gth must 
necessarily be more acute than in the Diatonio scale ; and the 
interval between the 5tli and 6th is therefore represented by 
four S'rutis to signify, that Dha bears the same proportion 
to Pa, that jRi docs to Sa, The intervals of the Shadja 
Ordma may be represented «as follow : — 


Sa 


8 

i) 



3 

4 


2 

3 
ma 


16 I 8 

27 ! 15 
pa dha 



sa 


X 
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The modulation of the Madhyama Grdma probably took 
its rise from making Madhyamob the 5th note in the scale ; 
in which case you will have 


m 

sa 

ri 

ga 

OB 

ma 

•pa 

dha. 

Si 

ut 

re 

me 

fa 

sol 

la. 


This is precisely the diatonic scale of the Oi'eehs ; and here 
it became necessary to render Dka a comma lower in the 
scale, which the Hindus express by making Dha receive one 
S*ruti from Pa. The alteration, thus suggested, they adopt- 
ed ; and with it formed their 2ud scale from the Shadja 
Ordma, giving it the name of Madhyamay probably to denote 
its origin. 

The GdndJidra Grdma appears to have a similar origin ; 
by making Odndhara the 5th. This will produce 


Dha 

ni 

sa 

ri 

OB 

ga 

ma 

pa. 

La 

si 

ut 

ri 

mi 

fa 

sol. 


Which is the natural minor mode La : but keeping Sa as 
their first note, the VicritSy or changes before mentioned, 
became necessary, to give it the same modulation ; and 
it was probably called Gdndhdra Grdma to denote its 
origin. 

Of the notes and S'rviis I have spoken above, I shall now 
endeavour to explain what these Mdrchhanas are ; or rather 
what 1 conceive them to be. Each Grdma is said to con- 
tain seven Murcfthaiias: hence they reckon twenty-one 
in all. 

Sib W. Jones says they appear to be no more than seven 
pieces of diapason multiplied by three, according to the 
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difference of pitch in the compass of three octaves.* But the 
Miirchhanas are described to be the seven notes, each arrang- 
ed in its proper station in the scale, which renders them ht 
to be applied in the composition of the Ragas^ &c. It ap- 
pears to me therefore, that they are the intervals of each 
Grdmaj which 1 would arrange as follows. 

The Shadja Ordma is composed of two disjunct but per- 
fectly similar TetracJiordSy separated by a major tone, and 
both Tetrachords Lave a major third ; the M(trchhanas of 
this Ordma 1 su 2 )pose to be 


let. from Sa to Ri 

2nd. Sa to Ga 

3rd. Sa to Ma 

4th. from Pa to Dha 

5th. Pa to Xi 

(ith. Pa to Sa 

7th. Pa to Sa 


} 

} 


1st. 2ud. 

1st. 3rd. 

1st. 4th. 

2Dd. 2ud. 

2ud. 3rd. 

2ud. 4th. 

8 octave. 


The Miirchhanas of Mudhgama GrCima : 
2ud. from Sa to Ri. 

3rd. — Sa to Ga, greater third. 
4th, — Sa to Ma. 

5th. Sa to Pa. 

Cth. Sa to Dha, greater sixth. 

7th. Sa to Ni. 

8th. Sa to Sa. 


* In citing a passage from tUo Epic Poem on the death of Sisitala, 
which is entitled Magha, Sir W. Jones translated Mun'/ihana ** musical 
Interval." <Seo As. Ros. Vol. 1st p. 2i>5.) IIo afterwards gave a different 
interpretation of it, (Vol. 3rd. p. 71,) as stated in the text. In his version 
of that passage, Bir W. Jones mistook the meaning of the term S^ruti, 

(which is there translated ear, instead of quarter tune,) but he has rightly 
explained it in his treatise on the musical modes of the Hindus. H. T. C. 
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Mfirchhand of Gandhdra Grama: 

Sa to Ri. 

Sa to Ga, niiuor third. 

Sa to Ma. 

Sa to Pa. 

Sa to Dha, minor sixth. 

Sa to Xi. 

Sa to Sa. 

The Mfivchhands are all 2 >ersoiiifK‘d, and distinguished by 
names * viz. 

Those of the Shadja Grama are : — 


1st. 

Vttara mundiu 

2ad. 

Uitarayita. 

3rd. 

Rechant. 

4th. 

Sud hap)*aja^a. 

nth. 

JSaricita. 

Cth. 

Chacranta, 

Those of Madhyama Grdmay are : — 

1st. 

Satihiri. 

2ud. 

Uarina, 

3rd. 

Ciilopantci. 

4tb. 

Sudha Mad'hya. 

5th. 

Alaryhi. 

6th. 

Purvi. 

7th, 

Rlshica. 


* TLi» li«t Ik apjiarciitly from tLo The 

MuMoMQt Lave other naiucs Ui the U. j, c. 
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Those of Gandhara Ordma, are : — 

Ist. Mandrd* 

Slid. Via^dld, 

3rd. Sumxi.c'hL 
4tb. Cfiitra. 

f)th. Roltini or ChitravatL 
6tli. Sucha. 

7 th. Alapa, 

The use of these Miu'chhdnas is, iu tuy opinion, to teach 
the learner to rise an octave by tones and semitones ; and 
to descend again by the same notes j and to rise and full by 
greater intervals, directly, by omitting the intermediate notes ; 
iu short the practice of solmisatiou. 
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AN EXTRACT OF A LETTER 

ox THE VIXA. 

From FRANX’IS FOWKE, Esq., 

To THE PRESIDENT ASIATIC SOCIETY of BENGAL. 


The drawings of Jccivan Shah and the Been will be des- 
patched ill a small boat to-morrow, you wi.'jhed to have had 
the two attendant musicians in the same drawing with Jccican 
Shah ; but the draftsman was not equal to the perspective 
of this : ho would have run all the figures one into thu other : 
and :ts ho has suceee«U*d tolerably well with the principal 
figures, I thought it was bolter to be sure (;f that, especially 
a.s the other figures e.in easily be added by a Ei'.ropcini artist. 
I have a double pleasure iu sending you the enclosed account 
of the Been, 

In obliging you, I look forward to the instructive amuse- 
ment I shall share with the public at large in the result of 
your researches into this .subject cd’ Indian music ; aiul I am 
excecilingly happy, by furnishing you with fact>, highly 
necessary indeed, but the mere woik of CvTiv and observation, 
to give you greater leisure for the contemplation of the whole 
You may absolutely depend upon tlie accuracy of all that I 
have said respecting the construction and scale of this instru- 
ment : it has been done by ineasuremont ; and with regard 
to the intervals, 1 would not depend upon my car, but had the 
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Been tiineil to the Larp'^ichord, and compared the instrunicnta 
carefully, note by note, more than once. What I myself am 
aware of, will certainly not escape your penetration, that 
there may be a little of the bias of hypothesis, or an opinion 
pretty strongly established, in what I have Siiid of the con- 
fined modulation of the Indian music. 

But it is easy to separate my experiments and conjectures ; 
and my prtjiidices cannot mislead you ; though they may 
possibly suggest a useful hint, as half ei-rors often do. 

The Been is a fretted iiistniment of the guitar kind. The 
finger-board is 21^ ths inches long. A little beyond each end 
of the finger-board are two large gourds, and beyond these 
are the pegs and tail-piece which hold the wires. 

The whole length of the instrument is three feet seven 
inches. The first gourd is fixed at ten inches fmm the top, 
and the second is about two feet lU. The gourds are very 
large, about fourteen inches diameter, and have a round 
piece cut out of the boit<»m, abnut five inches diameter. The 
finger-board is about two inches wide. The wires arc seven 
in number, and consist of tw«* steel ones, very close together, 
in the right side; fuur bra'>s ones on the finger-board; 
and one brass one on the left side. 

They are tuned in the following manner : — 
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HE 
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The great singularity of tliis instriiriiont is the height of 
the frets ; that iiearest the mit is one incli J, and tliat at 
the other extremity about Jths of an inch, and the de- 
crease is pretty gradual. Jly this means the finger never 
touches the finger-board itself. The frets arc fixed on with 
wax by the performer himself, which he «lues entirely by 
ear. This was asserted by Pear Ca'ni, tlic brother of Jf ctcan 
Shah, who was ill at the time, but Pear C'Xicii is a performer 
very little, if at all, infi rior to Jc^jwan Shah, The frets of 
Pear Cau'iCs instrument were tolerably exact. Any little 
difference is easily corrected by the pressure of the finger. 
Indeed, the performers are fond, on any note that is at all 
long, of pressing the string very hard, and letting it return 
immediately to its natural tension, which produces a sound 
something like the close shake on the violin ; but not with 
so agreeable an effect ; for it appears sonu tiiiies to alter the 
sound half a iouc. 

The frets are nineteen in nurnber. The notes that they 
give will appear ou the following scale, I have added below 
the names which the i>erforiner himself gives to the notes 
iu his own language. It is very observable, that the semitones 
change their names on the same semitone as in the European 
scale. 
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On flic wires R aiul ?. which nre th»>sc principallj* used, 
there is an extent cf two octaves, a whole note with all the 
* half notes ccmpletc in the fii>t octave, hut the g Ij and h b 
wanting in tlie second. The perfoiineih*^ apology for tins was, 
that he could e.i- ly get tho.^e notes hy proving the string a 
little hauluicn the fiets and a J \Nhich is very true 
from the height of tl.c frets: hut he asserted that this was 
no defect in his particular inMrument, but that all Dfojs 
were made so. The wires T U, are sekh ni use d, except open. 

The Be>n is held over the left shoulder, the uj'per gourd 
resting on that shoulder, and the I(iwer one on the jiglit knee. 

The frets are stopped with the left hand : the first and 
second fingers are principally used. The little finger of the 
hand is soinetiines used to strike tlie n(»te V. 

The third linger is seldMin u>cd, the haml shifting up and 
down the finger-hoard with great rapidity. The fingens of 
the right hand are used to strike the .strings of this hand ; 
the third finger is never inseJ. The two first fingers strike 
the wires on the finger-board, and the little finger strikes 
the two wires. The two first fingers of tliis liand are defend- 
ed by a piece of wire put on the tops f»f them in the manner 
of a thimble ; when the pei former plays strong, this cuiise.s 
a very jarring disagreeable soiiinl ; whereas, when ho [days 
softly, the tone of the instrument is remarkably pleasing. 
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The style of music on this instrument is in general that 
of great execution. I could hardly ever discover any regular 
air or subject. The music seems to consist of a number 
of detached passages, some very regular in their assent and 
descent ; and those that are ^dayed softly, are most of them 
both uncommon and pleasing. 

The open wires are struck, from time to time, in a manner 
that, I think, prepares the ear for a change of modulation, 
to which the uncommonly full and fine tones of these notes 
greatly contribute ; but the ear is, I think, always dis- 
appointe<l ; and if there is ever any transition from the prin- 
cipal key, I am inclined to think it is very short. Were there 
any other circumstances, respecting the Indian music, which 
lead to suppose that it has, at some period, been much supe- 
rior to the present [uwctice, the style, scale and antiquity of 
this instrument, would, I think, greatly confirm the supposi- 
tion. 
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SUNGEET 


BY 

FRAN’CIS GLADWIN, Esq. 

SuNGEET is iho art of vocal aud instrumental music ; 
together with that of dancing. 

Tlie rules thereof are comprised iu seven books, r«a., First, 
Soar, the nature of sound, which is of two kinds ; Ariuahtit, 
a sound without any earthly cause, and which they consider 
lo have existed from all eternity after the following manner. 
When a man closes the oriticos of his ears with his fingers, 
he i>eroeives an inward noise, to which they give this name. 
They say this proceeds from Drahm-x, and that it cannot be 
hoard without stopping the ears, till a man is iu the state of 
when it becomes part of his nature. Akv.t^ a sound 
which proceetls from as:ause which, like speech, they consider 
to be an accident of air, ooc«usioued by j>orcii3.siou. They si\y 
that Providence Inis given every man twenty-two nerves, 
extending from the belly tv> the crown of the head, through 
eightoou of which the air patfs from the navel upwards ; and 
according as these nerves are employed forcibly or weakly, 
iu such degree, is the souutl uttered. 

The air does pa.ss through the fifth, sixth, eighteenth and 
tiiueteenih nerves, conseipiently they are mute : but the 
sound uttered through the others, they divide into seven 
kinds, iu the following order : 1, •S'loy, is like the voic« of the 
peacock, aud which is produced by the fourth nerve. 2, 
lUghbeh, is like the voice of the Pccpcthchy a bird reaembliug 
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the Sar, which sings in the rainy season. It is in compass 
from the seventh to the tenth nerve. 3, Oa^uikar, is like the 
bleating of a goat, and reaches from the ninth to the thir- 
teenth nerve. 4, Mudhem, is like the voice of the cnane, and 
reaches from the thii’teenth to the sixteenth nerve, h, Pun- 
chem, is like the voice of the bird called the A'oyiV, and 
reaches to the seventh nerve. G, Dchcai, is like the voice of 
the lizaril and reaches from the eiglith to the twenty-second. 
7, yHhiid, is like the noise of the elephant, and reaches fn»ni 
the twenty -second to the third. 

An air which contains all these seven Soortt^ they call 
Suhipoorun. If it has six, Khadac. If five, Otrduh ; and 
no air has fewer. But the Tau (or symphony) may be com- 
posed of two. 

Secoko Adhta, Ragahibaka^ the modes and tbeir varia- 
tioas. 

They say that singing was invented by Mahadvo and 
Purhuttg, That the first had five mouths, from each of which 
issued a musical mode in the following order : 1, Sree Raga ; 

2, Bu^gurtt ; 3, Dcharowg ; 4, P unchain ; 3Jvgh, 

T'» this they add Xatnarain, which tiny attribute to 
Purhuttg. These six modes they call Ilnga, and each ha.s 
several variatious ; but the .six following arc what arc most 
common. 

Vabiatioxs OF Sree Raga— 1, Malavec ; 2, Tinnecnet ; 

3, Ooicree ; 4, Kadaret ; 5, Maddcemadicce ; 6, Ikharcc, 

Vabiatioxs of Bcsscxt — 1, Degsec ; 2, DiO ijurrcc; 

3, Bgratig ; 4, Towree ; 6, Lcllita ; C, UindoicUe, 

Variations OF Boyrowcxg— 1, / 2^ Muddthmad ; 

3, Bihrotcec ; 4, Bungalee ; 5, Biralka ; 6, AiWaiv#; 7, 
Poonargtga, 
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Variatioith OP PracHAM— 1, BtyhKaw; 2, Bo<tpaUt ; 3, 
Kanra ; 4, Badhunsha ; 5, Maliree ; 6, Patkamunjeree. 

Variations OF Meoh— 1, Mullar \ 2, Sowrutty ; 3, Atia- 
varee ; 4, Kowsekee ; 6, Gandhar; 6, Harasingaree. 

Variations OF Natnarain— 1, Kammodee; 2, Kulleyan; 
3, Akecree ; 4, Soodhanuat ; 5 Saluk ; 6, Nutkum'nxer, 

Some wake only four variations of each Raga. Others in 
the place of Bimunt, Punchem^ and Megh, ase Jdalkoosa, 
JJindoivl, and Beepuc, and make five variations of each. 
Othcra instead of Bussuntf Bekunga^ Pufichama and Megh, 
use Soodh Behungara^ liindoxda, Dusker, and Soodhanut. 

Tliere are two kiinls of songs ; Barug being those invented 
by the Dcirlahs and the Rekehsir, which are the same every- 
where, and are universally held in the highest veueration. 

In the /A there are many who sing them in difi’orent 
ways, amongst which are the following : 1, Soorejperkass ; 
2, Penjfalisscr ; 3, Sirhetoohvhdrr ; 4, C/ianderptrkass ; 5, 
Jtagkudilan ; (?, Shoumra ; and 7, Surtunnee. 

The other kind of songs are called Degsee (or local), each 
place having its peculiar ones, as Dhoorpud in Agra, Gwaliar, 
Bary, and that neighbourhood. In the reign of Rajah Man 
Singh at Gwaliar, three of his musicians named Xaik Bukh- 
shoo, Mujhoo, and Bhannoo, formed a collection I'f songs 
suited to the taste of every class of people. ^Vheu Man 
Singh died, Bukhshoo and Mujhoo went into the service of 
Sultan Bahader (»ujeratty. and beii»g highly esteemed by 
that prince, introduced into his court this kind of songs. 

The Dhoorpud consists of stantas of thiee or four rhymi- 
cal lines of any length. They are chiefly in praise of men 
who have been famous for their valour or their virtue. Th 
Degset songs in the Telingoe and Carnatic dialects, El'S called 
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Dherov; the subject is gsneraDj leve. Those sung in Ben- 
gal, are called Bunge^a, Those of Jownpoor, Cftoolhtfta. 
Those of Dehly, Kotd, and Tei^aneh, These last were com- 
posed by Ameer Khosrit of Dehly, with the nssistauce of 
Samat and Tetar^ they are a delightful mixture of the 
Persian and Hindove style. Those of Mehtra, are calKd 
JBishenpud, consisting of stanzas of four or six lines, and 
are in praise of Eisheu, Those of Siud, are calleci KameCf 
and are on love and friendship. Those in the Terhut lan- 
guage, calleil LchchairCj wei*e composed by lledyaput, and are 
on the vi{»Ience of the passion of love. Those of I^hore are 
called Chund. Those of Gujerat Juckee. The warlike and 
heroic songs are called Kit Mi and iSadcrch ; they are of 
difl'erent measures, and in various dialects. Besides those 
already mentioned, there are many others, amongst whieli 
are Poorbee, De/mosiree, RumkvUvy Koryic^ ^<oohoo, l>eydat*y 
and Dey$n€ek. 

The Third Atjhta, P^trkeerrnhr, trentn of .!/«;>. which is 
of two kinds. 1, iiagaltpy the Tan, or pyiuphony, which 
contains the subject of the air. 2, lUuqtulapy the air with 
the words. 

The Fourth Adiita, Pivhendhy is tlie ait of comp<*sitig 
Gect {<'!' song), and consists of six things I, ; 2, hered 
(praise) ; 3, Pud, the person praised ; 4, Tinm, or Amen ; 5, 
Tuniinna, or Amen ; 6, Time, 

Paul signifies the variations of the word Tunfinna, from 
three to twenty syllables. This therefore is an exceas of time. 

Taul, or measure. If the Taui contains six Tuntttitia*, it 
is called Ifeydenec ; if five, Armttdcfuo ; if four, Dehnct ; if 
tbreo, Bhawanee ; if two, Terawtiy ; and it never consists 
of fewer. 
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The four Adhyas above described, are only divisions of Soor, 
or melody. 

The Fifth Adhva, Taul, treats of the nature and quanti- 
ty of the measure. 

The Sixth Adhyi, Wadya, of musical instruments, and 
which arc of four kinds : — 1, Tut^ stringed instruments. 2, 
TV/, those made of skins, such as drums. 3, Gheen^ any two 
things that produce sound by percussion. 4, Sookhir, iviud 
instruments. 

Stringed Instruments : — 

The Junto' has a nock of hollow wood an ell in length, 
at each end of which is fastened half of a gourd. On the 
neck are placed .si.\teeu wooden frets, over which are strung 
six irnii wires, fastened into both ends of the neck. The tone 
is varied, hy means of the frets. 

The IJha'H resembles the Juntcr ; but has only three 
strings. 

The K Inner has a longer neck than the Dhectiy and has the 
gourd.s with two .strings. 

The Sirbhecn is like the Ehem excepting that it has not 
any frets. 

The AmhirteCy the neck of this is smaller than that of the 
SirlJiCcny and it has only one gourd, which is placed in the 
middle of the neck underneath, and one iron wire. The 
changes (‘f the inodes are pUyeil upon it. 

The lUbab, in general, h;is six strings of gut ; but some 
have twelve, and others, eighteen. 

1'he ,Sirmtfniel resembles the Canoon. It law twenty-one 
strings, some of which are of iron, some of brass, and some 
of gut. 
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The Sarhfffe, callotl also Soorbotan^ is of the shape of 
a. bow, with two hollow cups inverted at each end. It lias 
one string of gut, resembling a bow-string. Thev hold under 
the string a small gourd, and play with a plectrum. 

The Adhotttee is a gourd with two wires. 

The Kingerah resembles the Bhcen^ but hiis only two strings 
of gut, and the gourds are smaller. 

The Secoxd Kind of Ikstri'mexts or DiirMs 

The Pulu\rrJ is a hollow piece of woo.I in the shai'K* of a 
citron, but flat at both ends, which are covered with parch- 
ment ; and it is held under one arm. 

The reseiubles two fdconers drums fastened together. 
It is braced with strings of silk. 

The Deb/, is another kind of drum well known. 

The Dhadd^h^ is smaller than the DchL 

Tlie Irdahirej, is half the size of the 

The Dvf. is anotiicr kind of drum Well known. 

The K^enjir, is a little Duff hung round with small bells. 

The Third Kind or Instrume.vts, those of Peiu t ssion 
The 7Vj/, is a pair of brass cups, with br<»ad mouths. 

The Atifdi Tal^ resemble small hah, and are made of wo^hI 
or stone ; a set consists of four. 

The Focrth Kind, or Wind IxsiRrMESTs : — 

The Shehna. is the same as the Persian or trumpet. 

The Afufhi’^ is composed of two reeds, perforated accotvljng 
to rule, and joined U*gelher in a leather bag. lu the Persiau 
language it is called XU Amhan, or the bagpipe, 
llic* Moorh^^ is a kind of flute. 

The is ahollow IuIk*, an tdl long, with a hole lu 

the centre, in which is placed a small reed. 
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The Seventh Adhya, Tirtya, or the Art of Dancing. 

The different kinds of singers. 

Those who sing the ancient songs, which are the same 
everywhere, are called Bykar ; and those who teach them 
Schkar. The Kerawunt chiefly siiig the Dhoorpud. 

The Dharhee are those who sing the Penjaby songs, which 
they accompany with the Dehdeh^ and Kingerah. Many of 
these sing in the field of battle the praises of heroes, to 
excite the troops to valiant actions. The KewaU are of this 
luimbor, but sing chiefly the Debly airs and Persian songs 
in the same style. The Poorkega^ the men accompany their 
voices with the Awejf and the women with the Tat ; formerly 
they sung the Kirkeh, but now* the Dhoorpud^ and such like. 
There are many beautiful women of this cla3.s. The Duszuii 
are chiefly IVnjahy women who play on the and 

and .sing Dhoorpud and the SMah, or nuptial and birth-day 
songs. Formerly, they appeared only hef're w’oinen ; but now 
they will exhibit in public. The Sezdt’htatj/^ the men i^f this 
cliiss have largo Dujfs. and one of the w’omen plays at once 
upon thirteen pair of Ta/, placing them upon her wrists, 
backs of the hands, elbows, shoulders, back of the neck, and 
on the brca.st. 

These*are mo.stly native.s of Giijerat and Mulwah. The 
Suthirah danco with graceful motions, and sing and play 
upon the Pukairrj, lUUth. and Tat. 

The Keertunuint are Brahmins whaso instruments are such 
as were in use amongst the ancient, viz , the Pnlaictj, Ittbab^ 
and Tul. They arc boys dressed like women, who sing the 
praise of Kishen. The Bhugteprh, whoso songs are the same 
as the last ; but they change their drt^sses, and are great 
mimics. They exhibit at night. The Bhumeeprh greatly 
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Of musical insinimcDts used iu the Naqqdrahhhanah^ 1 
may mention, 1, The Kmcargahy commonly calle<l Damdmah ; 
there are eighteen pairs of them more or less ; and they give 
a deep sound. 2, The Saqqarahy twenty pairs, more or less. 
3, The Duhulf of which four are used. 4, The Karan6,^ is 
made of gold, silver, brass, and other metals ; and they never 
blow fewer than four. 5, The Surnd of the Persian and 
Indian kinds ; they blow nine together. 6, The Aq/fr, of 
the Persian, European and Indian kinds ; they blow some of 
each kind. 7, The Sing is of brass, and made in the form of 
a cow\s liorn ; they blow two together. 8, The Sanjy or cym- 
bal, of which three pairs are used. 

Formerly tlie band played four gharis before the commence- 
ment of the night, and likewise four gharis befoi-e daybreak ; 
now they play first at midnight, wheu the sun commenccvs 
bis ascent, and the second time at dawn. One ghari bt^fore 
sun-rise, the musicians commence to blow the Surmiy and 
wake up those that ore asleep ; and one ghari after sun-rise, 
they play a short prelude, wheu they beat the Kuwargah a 
little, whereupon they blow the A'ctraati, the .Vq/fr, and the 
other iustrumouts, without, however, making use of the Xaq- 

qArak ; after a little pause the are blown again, the 

« OrKamuia. 
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time of the music being indicated by the Nafirs, One hour 
later the Xaqqdrahs commence, when all musiciiins raise 
‘‘ the auspicious strain.’** After this they go through the 
following seven performances : — 1, The J/wrM/i, which is the 
name of a tunc played by the J/w/W/; and afterwards the 
Barcldaht, which consists likewise of certain tunes, played i>y 
the whole baud. This is followed by a pianissimo, and a 
crescendo passing over into a diminuendo; 2, The playing 
of the four tunes, called Jkhtdti, IhtichUn (^alanddri 

nigar quairah^i or XtiJi'/tfai which i^ccupies an hour. 

3, The playing of the old K/tiCiirizntiU tunes. Of these his 
Majesty has composed iimre than two hundred, which arc the 
delight of young and old, especially the tunes JaldhJaihi^ 
Muhdndr karkat (IJ, and the NaurOzL 4, 'I'he swtdiing play 
of the cymbals. 5, The playing of A’cr ruigdn ilaur, 6, The 
passing into the tunes Azftn\ also Cidled JUVti bald, after whicli 
comes a pianissimo, 7, The Kltmtnzmi/c tunes, played by 
tbe MursUf after which be passes into the Marsali ; he then 
pau.«es, and commences the blessings on bis Majesty, when 
the w'hole band strikes up a pianissimo. Thiuj follows tin; 
reading of beautiful sentences and poems. TJiis also lasts 
for an hour. Afterwards the ^STwrnu-pIayers perform for ano- 
ther hour, when tbe whole comes to a proper cfuiclusion. 

His Majesty has such a knowledge of the science of Music 
as trained musicians do not possess ; and he is lik* wise an 
excellent hand in performing, esi>ecittlly on the SaqqdruA^ 


• Frolwbly tilefstiiiigf} on hih M;kjc«ty. 

t Scv(;ral of these nauicfi oT mtlvdiuH arc nuclear, and will In all {iro- 
Ijtthility, rctnaiu iso. rerhapii the worda thirtid ^ntandnn, **a hcroiit of 
Bliiniz,'* )fclon»{ Oi ciif.'h Mthcr. Kuffor *jatrcth tutyuo*, behold the tear. 
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I CANNOT Rufliciciitly describe the wonderful power of this 
talisnuin of knowledge (music). It sometimes causes tlie 
heaiitiful creatures of the harem (»f the heart t«) shine forth 
on the tongue, and soinetiiiie.s appears in solemn strains hy 
means of the liand and the chord. The melodies then enter 
through the window of the ear and return to tlieir former 
Seat, the lieart, bringing with them thousands of juvseuts. 
The hearers, according to their insight, are moved to sorrow 
or to joy. Music is thus of use to those who have renouuced 
the world and to such as still cling to it. 

Ills Majesty j»ays much attenti<'n to mu^ic, and is the 
patron of all who practise this enchanting art. There are 
numerous nuisicians at t'ourt, Hindus, Iiani, Tura!ds, 
Kashmiris, botli men and women. Tin* c- urt musicians are 
arraiii^ed in seven divi.sions, one for eacli day in tlio week. 
^Vhen his Majesty gives the order, tiny let the wine of 

hArnioii}' flow, and thus increase intoxication in some, and 

sohricty in others. 

* Wc hnre tn ili^tineni^h ;;*> lA, ptnern*, from rh.^n- 

ti'rik, tuul plrvY^rA. Thr rmiripHl niul iir.K«iv'.an« couu' from 

(iwiiliiif, MnthUiitI, T-Oirir., tnui K't^lunir. A few ronii* ftom TrHn40\’tnK'i. Thr 
in Kii«hiiiir h.nJ Ihh'ii by Irani nml Titram inu*ici>kt)<t, pAtronirt'J 

by Zuiii'Ul-AbiJiii. knit; i»f Thr nAine oi liWAliAr t *r lU of 

ininio •l.itOA frnn lln* tinir of iCtinU M.vii TuuwAr lUirnu' rriicit tiTcU the 
fniiiouH Nnik Itakh-liU. whoiio arc only i.» llnn>o of Tjin!*i*n. n.ikh- 

^hu n'ltii livo.l nt the court of linjnh ItikrstuiAjit. M.'iu’s non ; but when hi« )>atroti 
font hix throne, he went to Kajnb Kirnt of Knhiijar. Not hni,; AtterwanU, 

he ncceptcil a call tn Uiijnit. where he reiiintncil at the eourt of Suliaa 

Itahmliir (lo2tt to l.’Ktii, A. 1>.) l»Ieiu Sh.>ih aUo wa<i a patron of inuaie. 
Iliti two K'lent hincer* were Kani Uoits ainl Mahai»ater- lb>th eiiteretl 
vuh'tequeittty Aktiar * aervicc. AlnUapatcr wae uiicc tout a» auibaaaaJur lo 
Mukund l>cu of Orissa. 
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A detailed description of this class of people would bo 
too difficult ; but I shall mention the priuolpal musicians. 

1. Mijau Tansen/ of Gwaliar. A singer like him has 

not been in India for the last thousand years* 

2. B&b4 RamdaSyf of Gwaliar, a singer. 

3. Subhan Khan, of Gwaliar, a singerl 

4. Srigyan Khan, of Gwaliar, a singer. 

6, Miyan Chand, of Gwaliar, a singer. 

6. Bichitr Khan, brother of Subhan Khan, a singer. 

7. Muhammad Khan Dhari, sings.]: 

8. Bir Maiulal Khan, of Gwaliar, plays on the SarmandaL 

9. Baz Biihadur, ruler of Malwah, a singer without rival. 

10. Shihab Khan, of Gwaliar, performs on the Bin» 

11. Daiid Dhari, sings. 

12. Sarod Khan, of Gwaliar, sings* 

13. Miyan Lai, of Gwaliar, || sings. 


* Bearding Tansen, or Tausain or Tansin, Ram Cband In Baid to haro 
once f^veii him cue kror of tankriha as a prcRcnt. Ibmhim Sur in vain 
persuaded Tausen to come to Agrab. Abtilfazl meutiona below bis aun 
Tantarang Khan; imd tbc rudisbuhnuniiib (11, S—un Intereatiog passage) 
tneuttous another son of tbc name of Silas. 

t Bad ioni (11,42) Kfiys, Ram Dasv came from Lakhnnw. llo afTpcani 
to bare boon with Bairam K.baii during Uu» rebellion, and be received t>uco 
from him one lakh of tankabs, empty as liairarn’a tieaaurc cbvMt waa. 
He was first at the court of lalem Sbab. and bo is Ux»k(Kt upon as aocuud 
only to Tausen. His sou Sur Dos is mcutioiicd below. 

t Dburi means *a singer,' a musician. 

(I Jabingir aays in the Tuzuk that L40 KalAwant (or Kalanwat, 1 . 1 ., 
tbe singer) died in the 3rd year of bis reign, ** sixty or ratbor seventy yemra 
old. He tied been from bis youth In nty father's service. One of bis 
concubines, on bis death, jKiisoned berself with opium. 1 have rarely seen 
such an attacbmcDt among Muhamtoadau women.** 
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14. Tantarang Khan, son of Miyan Tanscii^ sings. 

15. Mulla Is-haq Dbari, sings. 

16. XJsia Dost, of Maahbad, plays on the flute (nai)» 

17. N&nak Jaijfl, of Gwaliar, a singer. 

18. Purbin Kh40| his son, plays on the Biti, 

19. Sur Das, son of B4bu Ram Das, a singer. 

20. Ch&iid Khan, of Qwaliar, sings. 

21. Rangsen, of Agrah, sings. 

22. Shaikh D&wan Dhari, performs on the Karand. 

23. Rahmatullab, bi*other of Mulld Is*bdq, (No. 15), 

a singer. 

24. Mir Sayyid All, of Mashhad, plays on the Ohichak. 

25. Ustk Yusuf, of Ilardt, plays on the Tamb&rdh. 

26. Q4sim, surnamed Koh— bar.'^ He has invented an 

instrument, intermediate between the QUbiiz and 
the Rahdh, 

27. Tksh Beg, of Qipchdq, plays on the Quhiiz, 

28. Sultdn Haflz Hussain, of Mashhad, chants. 

29. Bahrdrn Qiili, of Har4t« plays on the Ohichak, 

30. Sult&n IJdshim, of Mashhad, plays on the TamMrdh. 

31. Ustd Shah Muhammad, plays on the Surnd. 

32. Ustu Muhammad Amin, plays on the 7a/?i66rdA* 

33. Ha6z Khwajah’ Ali, of Mashhad, chants. 

34. Mir’ Abdullah, brother of Mir Abdul Hai, plays the 

Qdnun, 


• Kub-bar, tia we know from tbo FAdUbahnanmh (!.. (*. p. 33«^) to 
the iiaaio of ti rbzif;htjii tribe. Tbo Na/iiU^Hl-Madur meiitioua a poet 
tbe uaino uf Mubamuiad Q;iiiiiu Kobbar, whuao nom-<it^~f)lum€ waa Cabii. 
r»c/t Sprcii^r'a catulu^v* p. (where wo bave to read KvJk &ar, for 0 uA* 
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35. Pinsiiiiali,* nephew of Mir OAwdmi, of KhuHUtfn^ 

sings and chants. 

36. UsUk Muhatnmad HnasAiDt plajs the TttmHrak^ 

* FUsftdili, Miootdiier to BMlsonl wm fum Mumr. He 

wyote poemmnder the ia t kat lme of lAireL BewtelMUed la SM et labor, 
by « wall falling on him. 

t The MaA«ir i Rtiliiini mentions tbe following musicltni in tbo sorrico 
of the Rban KhuiiAu — AgUc ’Mubumuiad Xiil non of lldjt Ismilil. of Tahrix ; 
MaulsiiA Aewiti, of Tahrix ; UtitAb MirxA, AH FatUngi ; MaulAnA Shamf of 
XishAptir, a brother of the poet Naxiri (p. Mubnmmsd MAmin, nltiu 

IlAfixak, a Tam bCir:ili- player ; and llafis Nasr, frtm) transoxnina, a g«xMl 
singer. The Tur.uk xiud the I«|bAlnAmuh ineiititui the following singem 
of JahAugirV: reign —JahAngirdad ; Cbatr Khsm ; ParwixAlad j Kkurmnalad ; 
Mak*bO ; Bamzan. During SbahjaliAn's reign wc find Jangdrb, who 
received from Shabj.iliAn the title oT Kabrdi : Dfrtmg Khan ; and Igil Khan ; 
who got the title of Gwnatamvdra (ocean of excellence). iJfl Khan was 
son-indaw to Bilas, son of Tansen. Jagnath and Diraug Khan were both 
weighed in silver, and received each 4,0i»u Uupocs. 

Auraiigrib abolished the singers tuid mtisiclans, just as he alxilisbr 1 
the court historians. Mu^ic is ag^unst the 51ubammadan bw. Khan Kb.ui 
(11,213; tells A curious incident wbicb to<*k pkice after the order brtd been 
given. The court musicians brought a bior in froi»t of Uu* Jharuk'bab 
(the window where the ciufKin'rs used to shew' themselves d.iily t*» the 
people.) ai.d wailed so l<»ud os to attract Aurangrib's fit tenti n. He came 
to the window, and askoi wh *m they had on the bier. Tiicy said, *• Me- 
lody is dead, and we are going to the graveyard.** *' Very well,’* wild the 
emperor, “ make the grave deep, s*j that neither voice nor echo may inamo 
from it." A short time after, the Jharokhuh also Wiis abolished. 
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THE MUSIC OF HINDUSTAN OR INDIA. 

BT 

WILLIAM C. STAFFORD. 


Sib WiLLlAic Jones divides Ajsia into five great nations — 
the Indians, Arabians, Persians, Chinese, and Tartars ; all of 
whom, except the last, have their characteristic and national 
music. In Tartary he found few indications of musical know- 
ledge ; though some of ‘.e branches of that vast mother of 
nations undoubtedly possessed great skill in the science. 

India is one of those countries which lays claim to a very 
high antiquity, and to a very early proficiency in the arts 
and sciences. M. Bailly supposes the Indians cultivated 
Astronomy 8101 years before Christ. The computation, how- 
ever, is irreconcilable with the commonly ' :ceived opinion of 
the age of the world ; and we merely allude to it os a proof 
that the country which we now call HiuiUi.stan, was amongst 
the earliest settlements of the sons of Noah, and that a 
people rouowed for learning and iutolligoucc, dwelt there. 
“India,** says Mr. Orme, ^ has been inhabited, from the ear- 
liest antiquity, by a people who have ito resemblance, either 
in their figure or manners, with any of the nations contiguous 
to them ;** and, as Sir William Jones ohiicrves, howe ver de- 
generate the Hindus may now appear, we eaunot but suppose, 
“ that in some early day, they were splendid in arts and 
arms, happy in government, wise in legislation, and eminent 



WtdfciJi aoi, komtm, fmm Um ioqttii7 
tlnrif MittqmHjr* ttat iiil0 |||#|f proficioitcj. In ftti« aqiI 
mimtmK mmpd to givt o tlMdi, m onoeioci as cirotunaUncM 
«iU allow, cff Uietr mwcol fooUtiaiotui. 

Tkw Biodoa Uui tnttaic wm tnTODlod by BiiOima 

b imi d f or hy hu aotivo po»«r» Sareftwaii, the goddM of 
apeoeb ; and that their mjthologieal eon, Narad, inretiied 
the mma^ the oldest tnitaical instrumetit in use in Ilindiuitan, 
—which was also called C<ich*Aapi or Teitudo. Among tii- 
apinsd mortals, the first musician is bcliereJ to have been tbo 
eage Bharat, who was the inventor, they say, of Aaiaes, or 
dramas, represented with songs and dances, and the author 
of a !f.usira‘i that beari» his name. There appear to 

i > in the aucieui Hindu music, four principal mata$, 
or and almost every kingdom and province had a 

y*eculiar style of melody, and very different names for the 
modes, as well as a different arrangement and enumeration 
of them. 

In the sacred books of the Hindus, their ancient system of 
musk: is said still to be preserved. These, however, havo 
never been trsnsUted ; snd probably never will be : nor do 
we think they would repay the time and trouble which such 
a task would require. To the learned natives, however, the 
theory of the art appears to be known, though the praetke is 
entirely lost 

The Hindus have thirtyHilz ancient melodies, of a very 
peculiar nature, called rauye^ [or ragas] and r^uyinm, [or 
rsgines.] There are various populsr traditions as to their 
origin ; and many mtraculoue powers are assigned to tliem* 

** Of the sir raugs," saya Sir William Oussley,* ^ the first 
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five owe their origtn to the god Mahadeo, who produced them 
from hie five heads. Parbuttee, his wife, constructed the 
sixth ; and the thirty rauginu were composed by Brahma. 
Thus, of celestial invention, these melodies are of a peculiar 
genus ; and of the three ancient genera of the Greeks most 
resemble the eniarmome. A considerable difficulty is found 
in setting to music the raugt and raugines, as our system 
does not supply notes, or signs, sufficiently expressive of the 
almost imperceptible elevations and depressions of the voice 
in these melodies ; of which tho time is broken and irregular, 
the modulations frequent, and very wild. Whatever magic 
was in tho touch, when Orpheus swept his Lyre orTimotheus 
filled his softly -breathiag flute, the effects said to have been 
firoduced by two of the six raugs^ are even more extraordi- 
nary than any of those ascribed to the mcnles of the ancients. 
Mia Tousine, a wonderful musician in the time of the Em- 
peror Akber, sung one of the night at midday ; the 

IKiwers of bis music were suob, that it instantly became 
night; and the darkness extended in a circle round the 
palace, as far as the sound of Ids voice could be beard.” 
Another of these rauys— the rang possessed the 

singular property of occasioning the destruction by fire of 
whoever attempted to sing it. Akber is said to have com- 
mandisi one of his musicians, named Naik Oopal, to sing it, and 
he, obliged to obey, repaired to the river Jumna in which he 
plunged himself up to the ucck. As he warbleii the wild and 
magical notes, flames burst from his body and consumed him 
to ashes ; the eflbct of the third — the JHaig MnlUtr ret was 
to produoe immediate rain, and tradition says, ** a singing 
girl once, by exerting the powers of her voice, in this raa^, 
drew down from the clouds timely and refreshing showers 
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on the parched rice-oropa of Bengal, and thereby averted the 
horrors of famine from the paradise of region!*^ Of course 
no traveller now meets with singers possessed of these 
wonderful properties ; but if he inquire for them iu the west 
of India, he is told they are to be found in Bengal : in Bengal 
the inquirer is sent back to the west of India on the search. 

The ancient musical instruments of India were of the lyre, 
the flute, and the drum kind, and it would appear that the 
violin was in use in some parts as far back as the early part 
of the seventeenth century. 

In a collection of Voyages and Travels, collected for the 
library of Lord Orford, there is one entitled, ' A true and 
almost incredible report of an Englishman, that, being cast- 
away in the good ship called the Ascetiiion, in Cambay a, the 
farthest part of the East Indies, travelled by land through 
many unknown kingdoms,’ Acl, Ac., by Captain Corvette, 
1 607' 8, which contains many curious particulars of the people 
amongst whom he was thrown ; and what is to our purpose 
here contains a passage, clearly describing the existence of the 
ancient violin. He arrives at Buckar * standing on an island, 
in a gallant fresh river,’ where dwelt a people called the Bui* 
lochies, ^ Nien-eators’ and worshippers of the sun. The ad- 
joining country of the Puttans was little better, for they met 
the travellers leitk fiddles in their hands, os if to welcome 
them, yet robbed and nearly murdered thom.”t 
Francis Fowke Esq., in a letter to Sir William Jones, dcs- 
oribes an Hindu instrument called the Been (or vina before 
mentioned) which is similar in construction to the Spanish 
Guitar. The style of music,” he says, " on this instrument 

• sir W. OoMloy'i OrUntaX ColUeHcnt, Vol. 1., p. 74. 
t Quaritrls Mutital Kewitw. 
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is in general that of great execution ; I could hardly ever disco- 
ver any rational air or subject. The music seems to consist of a 
number of detached passagesi some very regular in their ascent 
and descent ; and those that are played softly are both uncom- 
mon and pleasing. The open wires are struck from time to time 
in a manner that I think prepares the ear for a change in the 
modulation, to which the uncommonly full and hne tones of 
these notes greatly contribute ; but the ear is always dis- 
appointed.” He adds, were there any other circumstances 
respecting the Indian music which led to the supposition, 
that it has at some period been much superior to the present 
practice, the style, scale, and antiquity of this instrument, 
would, I think, greatly confirm the supposition/' There is 
an excavation at Mahabalipatam, described by Mr. Golding- 
ham, in the Asiatic Researches, which he imagines was ori- 
ginally intended as it is now used as a shelter for travellers. 
A scene of sculpture fronts the entrance, said to represent 
Crishna attending the herds of Anando. One of the group 
represents a man diverting an infant by playing on a fiuts, 
and holding the instrument as we do.” In the same papers 
there is an account of the pagoda at Permuttum, on which 
there are several groups of sculptured figures ; one of which 
represents two camels, with a person on each, beatiitg the 
naqua, or great drum.”t 

What we have hitherto said, must be considered as refer- 
ring cbiefiy to the ancient music of Hindustan. Of the 
modern Hindu music and the sensations it excites, as Sir 
William Ouseley remarks, we can speak with greater accu- 
racy. It is of the diatonic genera and * ** many of the 


* Ariatic RmarcUt^ Vul. V. 

t p. 313. 
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Hfndu melodies possess the plaiiitiTe simplicity of the 
Scotch and Irish, and others a wild originality, pleasing 
beyond description. Counterpoint seems not to have entered, 
at any time, into the system of Indian music. It is not 
alluded to in the M. S. treatises which I have hitherto per- 
sued ; nor have I discovered that any of our ingenious 
Orientalists speak of it as being known in Hindustan.”* 

Sir William Jones says, " The Hindu system of music has, 
1 believe, been formed on truer principles than our own; 
and all the skill of the native composers is directed to the 
great object of their art, the natural exprmion of itrong 
poisionSt to which melody, indeed, is often sacrificed, though 
some of their tunes are pleasing even to an European ear.”t 
If we do not admit Sir William’s eulogy in the fullest sense, 
we must certainly allow, that many of the Hindu airs possess 
great merit Dr. Crotch has inserted several of them in his 

Specimens of Various Styles of Music;” some of which are 
original in their formation, and others are marked by a pecu- 
liar and pleasing tenderness. It would appear, that music is 
generally cultivated in India ; and in central India, accord- 
ing to Sir John Malcolm, most of the villages have attached 
to them men and women of the Nutt or Bamallee tribos, who 
appear to be a kind of wandering gipsies, and have attached to 
them rude musicians and minstrels, whose music and songs 
form the chief entertainment of the peasantiy. These musi- 
cians are divided into two classes, Chdrims and Bh4ts; they 
boast of a celestial origin, and exercise an influence of a very 
powerful description over the people. 

• OrUni<aCoiketMm». 

♦ Sir Wmiam ^ooei't SeeMitf Anntvenors Ditetwru 6</brt Ha Spdefjf 
o/CakuUa Woriu, VoLllI,p.l7. 
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In an account of Penang^ given by Wilkinson in bis 
** Sketches of China,” it appears that the inhabitants culti- 
vate a species of extempore song, rudely imitative of the art 
of improvisatrizing, so well known in Italy. 

“ Upon entering one of their boats, you immediately be- 
come a subject for their panegyric and eulogium ; and every 
part of your dress is severally described and sung in chorus 
by the sable songsters, in their savage polacca, which, al- 
though possessing more discord than harmony, has a kind of 
melancholic dissonancy, not altogether unpleasing to the 
car.'** 

The Hindus have a Gamut ‘'consisting of seven notes 
like our own, which, being re]:>eated in their several asthauSy 
or octaves, fonu a scale of twenty-one natural notes. The 
seven notes which form the Gamut are expressed 9a , roy ya, 
ma, pay da^ »a, or say rt, gay may pa, cMa, ni ; an<l, when 
written at length, stand thus : kauredjc ; rckhub ; gitndhaur ; 
muddhiun ; punchum ; dhau^oih ; iicekhaiidh. Of these seven 
words, (the first excepted) the initial letters are used, in 
writing music, to express the notes. Instead of the initial 
of the first, or lowest kauredge, that of the word svf is used, 
which signifies, emphatically, the note being, as it were, the 
foundation of the others, and named sirara, or the sound, 
from the important office which it bears in the scale.'’f 

Sir William Jones says, “ As to the notation, since every 
Indian consonant includes, by its nature, the short vowel a, 
five of the sounds arc denoted by single consonants, and 
the tw’O others have diftereut short vowels, taken from their 

« Letter on * Oriental Uujic,' in tbc Qitarfcrfy JfMical Btrifir aiul Maffa 
sittr, Vol. riii., p. 20. 

t Sir WillUui OnMley’e OnfHtai Ci^iUctioNS, Vol. L, p. 7C. 

C— I 
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full uatuca ; by substituting long rowels, the time of each 
note is doubled, and other marks are used for a further 
elongation of them. The octaves above and below the mean 
scale, the conuexion and acceleration of notes, the graces of 
execution, or manner of finger in the instrument, arc express- 
ed very clearly by small circles and ellipses, by little chains, 
by cuiTcs, by straight lines, horizontal or perpendicular, and 
by crescents, all in various positions. The close of a strain 
is distinguished by a lotus flower; but the time and measure 
are determined by the prosody of the verse, and by the com- 
parative length of each syllable, with which every note, or 
assemblage of notes, respectively corresponds. If 1 under- 
stand the native musicians, they have not only the chromatic, 
but even the second, or now enharmonic 

The i‘egular Gamut of the Hindus applies very nearly 
to our major mode ; ut, ri, mi,fu sol^ la siy When the 
same syllables are applied to notes, which compose our minor 
modcj they are distinguished by epithets expressing the 
change. 

The Hindus reckon twenty-two S’ratrs, or quarters anil 
thirds of a tone, in their octave. Their modes are very 
numerous ; in the days of Crishna, they say they amounted to 
sixteen thousand. One of their mitsical authors, 
enumerate.*} nine hundred and sixty p<^'.s«ible variations of 
the mu-sical .scab-, but he selects from them, as applicable to 
practice, oiily twenty-three primary modes. It should bo 
observed, that the Hindu word ra^er, which in rendered 
mode, properly signifies a passion, or aflcction of the mind ; 
each mode being intended, according to IlniziUT's definition 
of it, to move one or other of our simple or mixed 
affections. 

• 0/\ fut Mvdu vj tftt WVtkii Vul. iv , p. liT. 
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Mr. Paterson, in his notice of the " Oamoi, or Musical Scales 
of the Uindus^'^ expresses an opinion, that the ancient Hindus 
wore confined, in their music, to thirty-six melodies, 
tho six mgas, and thirty ragines,” which were fixed 
respectively to particular seasons of the year, and times 
of tho (Lay and night, and probably were, in early times, 
applied to the service of diOerent deities. Now the Hindus 
would consider a performer who sung a raga out of its 
appropriate season, as an ignorant pretender to the character 
of a musician. 

The principal instruments in use in modem Hindustan, are 
the tamboura which has a body formed of a gourd, with a 
long neck, or finger-board, and three strings, two of which 
are turned in unison, and one an octave below. These strings 
are stnick with a plectrum, shaped like a heart. The iaHrinfjLU, 
or s^ringaSf resemble an European violin. The strings are 
of gut ; they are sometimes four, and sometimes five in num- 
ber: and they are tuned in fourths, played with a bow, and 
stopped on the finger-board in the manner of a violin ; tho 
Cashmeriau s mringas arc larger, and are held and played in 
tho manner of that instrument. 

Tho Hindu cithara is furnished with wires, and is played 
with a bow. The common pulsatile instrument in use is a 
small kettle-drum. Two of these instruments are fastened to 
the sash which goes round the waist, and are beaten with the 
fingers, both hands being used. 

In those parts of India which are under British dominion, 
the same style of mu-sic is cultivated which is current in 
the mother country i ami Calcutta, in particular, luis been 
visitcil by some distinguished artists, both vocal and iustru- 
mental. 
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The orchestra of the theatre in that city,— in 1824, consist- 
ed, besides the violins, of a double boss, two violon cellos, two 
bassoous, two flutes, two clarionets, two horns, two iruiu|>ets, 
and kettle-drums. It was under the direction of Mr. Del- 
mer ; and the most distinguished amongst the singers were 
Dr. Wilson, Mr. and Mrs. Bianchi Lacy with Mesdames 
Cooke, Kelly and Miss Williams. Concerts were given, some- 
times by foreigners, but generally by Englishmen, the price 
of admission being sixteen Eupces. The charge of the higher 
class of professors for lessons was from eight to sixteen 
Bupees. 
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The Hindus considered music iuveDted for the purpose of 
raising the mind by devotion to the felicity of the divine 
nature, and have airs faithfully banded down by their ances- 
tot's in SastfaSj where the whole science of harmony is personi- 
hed in six liagas^ or, as we may call them, major modes ; to 
each of which is attached six Ragnia^ or minor modes of the 
same strain, representing so many princes with six wives 
to each. But os the Indian allegories speak much more ex- 
pressively to the eye than to the ear, we learn from appro- 
priate paintings to tho several modes, that the performance 
of each undivided molotly is exclusively restricted to some 
season of the year, ov point of time in tho twenty-four hours, 
at which only it is opportune or admissible.* 

I here omit a full disciissiou of Hindu music, because the 
pages of tho Asiatic Researches have been already devoted 

* Accordinir to Hindu beWef in th« nb^urd nocount giren in the litan»«ht 
lanifUiiKO, tho supreme hiiviu,:; orcatcU tho world by tho worvl his 
mouth, fv<rmcd a female deity named Itawaiu'y, who. iu an enthusiasm of 
ji>y and praise brought forth three Fnuu these were prinlueed threo 

male deities, mimoil Ilritiiah, Vishnou, Shcevah. Itrimah w.ui endowtsl 
with the |v,>wcr of ervating the thitign »‘f this world, Vi.sliiu>u with that of 
I'hcriAhiiiK them, anvl SliecviJi with that i*f rcstnuning and ei»rrecting them. 
Scraswaty, tho wife of itrimali, presides over music, h.vrmony and clo- 
ijueiu'C ; t»ho U also Sid-l to Ihj tho iuventress of tho letters called iV-paaOj^ry, 
by which the ilivino will was first proinul^atisl among m.'tnkind. This 
dcAs is ttUpisMcd tAt have a number of inferior dcitioa>, called Hayr or Anyiu, 
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to tho inquiiy. Lieutenant-Colonel Tod, however, imagines 
the Hindus to have derived the notion of the seven notes 
from the seven planets, whence they obtained an octave 
with its semitones. It is also possible (ho avers) that as 
they converted the ascending and descending notes into 
Grahas or planetary bodies, they may have added them to 
the harmonious numbers, and thus produced tho No-Ragini 
or nine modes of music, so called from the nine passions 
excited by tho powers of Harmony. IIo believes, that they 
had not only the diatonic, but the chromatic scale ; for, al- 
though the latter has been referred to Timotheus in the time 
of Alexander, it is more probable, that it was brought from 

the banks of the Indus. 

octingr in subordination to her ; they preside over cnch mode. The 
are accotnpiiuicd <»icb vvith five Haginics or IhigitiK, female deities or itympha 
of harmony ; they have each eight sons or genii, and a distinct season is 
apiK>intcd for the music of each Rag. during which only it can bo sung or 
played, and thia at distinct and stated hours of the day or night. 

There once existed, say the Hindus, a musical mode belonging to Heipte 
or Cupid, the infl.amcr; but it is now loft't, .and u musician who uttempted 
to restore it w.as consumed with fire from bciivcn. 

To Narcd, the son of Drimah, is ascril/ed the iuvc&tion of a fretted 
instrument named /fcAi. 
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MUSIC OF HINDUSTAN. 


With the exception of Sir William Jones' valuable and 
leanied essay in the third volume of the Asiatic Researches, 
we have had little information on the music of the Hindus, 
l)cyt>nd a notice of the adaptation of the rags to the different 
seasons and hours in Gilchrist s Hindustani Grammar, and 
occasional cui*sory {generally disparaging) mention of the 
existing practice t»f the art at nAches, in noisy processions, or 
on the Ghfds, by travellers ill capable of appreciating the 
peculiarities of the science of sweet sounds aniong the nations 
of the Eiust. The instruments themselves are pretty well 
known ; Solwyn’s mngiiificent work contains accurate 
drawings of most of llu m, which have been copied into 
other more jw^pular works. 

The present volume, therefore, a child of long promise, 
and consequently of liigh expectation, was received with 
avidity, os the author Wivs known to be a skilful por- 
fonner hims»lf «)u several instrumeuts, and to have en- 
joyed huid adviintagos of observation from his appoint- 
ment at the native court of the Nawab of Banda : neither 
has ills little volume dis^ippointed us, being a familiar 
and pleasing account of his subject, intended for the general 
reader, and rendered more inviting by frequent allusion to 
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the music of the West both ancient and modern. An author 
in the present day labours under evident tlisad vantages, in 
attempting to describe what the music of the Hindus was in 
the flourishing period of their literature and religion, when 
poets and priests were also musicians, modulating and singing 
their own compositions. To have persued the subject as an 
antiquary, would have required extensive knowledge of 
Sanskrit, and sufficient familiarity with the varied metre of 
its heroic, and erotic poetry, to do without aid from native 
jjrofessors ; for the present cultivat(>rs of the science are for 
the chief part of the most ignorant and abandoned classes ; 
80 that the very art is held to be disreputable among the 
more respectable ranks, just as among us the noble drama 
is forsworn by many, from the abuses which have crept into 
our theatres. Still in these degenerate days there arc 
exceptions, and the sacred TVa may occasionally be hoard 
pouring forth a strain of rhapsody that carries the imagina- 
tion back to the flibulous nge of IlUhrs and Oandharhus. 

Our author treats successively of the Oarnut, of time, of 
oriental melody, rags and raginee?* (giving a long catalogue of 
compound rags; instrument, vocal coMipdfcitions. and of the 
peculiarities of manners and cust<»mfi exemplified in the songs 
of Hindustan. Then fdlows a brief account t*f the most 
celebrated musicians, a copi.nis gloMsary muhicttl terms, 
and copper-plate tal)h-s rif the varieties of time or metre with 
their native characters and values. 

** The musicians JlimbiHtan never appear to have li;ul 
any determined pitch by which their instniments were re- 
gulated, each fHjrhon tuning his own to a certain hoght, 
adapted by guess, to the power of the insliumMit and 
quality of the strings, the capacity of the voice tiitciidvd 
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to be accompanied, and other adventitious circumstances. 
From this it may bo observed that it is immaterial which 
note is designated by which letter.” Sir William Jones 
makes the Kharaj, or key-note, on the Tin, to correspond 
with A, but the author thinks it would be more systematic to 
tunc it to ut or C’, the key-note of the natural scale of E»irope. 
This depends upon whether it was the intention to 8[>eak of 
the diatonic intervals, or of the absolute pitch of the instru- 
ment. The notes of an octave are divided into 22 minor 
sub-divisions instead of twelve semitones, as is done with 
us : these are called SnUt\ and each of them has a distinct 
name assigned as follow ; — 

Si'Kir. A^'hrfvinfxl tor 

C A'Mjv*; n-jtm. M»in Iri'i. 

1> Hi I"iy.iv.4r.'c. 

K (i>t Jfttr ff't ....... ( r •i\**»* 

K '/ f nu.rr.4. I'ru-* i! nil?.*, Tr^otrc, M irinueo. 

O /’i i( /I, I*‘t K.'-i.iitv.', It****t.4, S, r’^jiinco. 

A /»' vvij' M'iti Ktaiiiuv .i. 

B SikKiul .'■» Jot.hh 

The intervals between the tlr.'^t and .second, r'lirth and 
fifth, and hflli and si.xth n(»t»*s are divided into f-ur parts % 
tlio.se between the .second and thir*i. and sixth and seventh, 
each into three j^art.s ; and tho'^e between the third 
and fourth, and seventh and eighth, which witli us are 
rcck<'inMl semitones, each into two parts." Captain Willard 
jusserts under the divi-ion Mime,' mu withstan«iii;g the 
authority d'aitini and l>r. Burney, that no n.U'iici.in 
ctin execute iiieii.KUve'i of live i.«»le.s in a bar — ** There is 
henntifnl in Himlu.stan cnipi iNing n ai d ether 

umi[uul liUmher t'f n'>tes in a measure, and that they huve 
musicians in ahniul.inci* that are aide to execute it. Wo 
should much doubt this fact. 
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Indian Harmony is mostly confined to a monotonoua re* 
peiion of the key-note during the fiighta of their vocal or 
instrumental melody ; for it is melody which has ever consti- 
tuted the soul of the national music in India as among the 
Greeks and £gy plains. Our author has the following general 
observations on this subject. 

1. Hindustani melodics are short, lengthened by repeti- 
tion and v.innlions, 

2. They all partake of the nature of what is denominated 
by us Rondo, the piece being invariably concluded with tho 
first strain, and scunetimes with the first bar, or at least with 
the first note of that bar. 

3. A bar, or measure, or a certain number of measures, 
is frequently repeated with slight vuriatiotj, ahnc*.st ri./ lih. 

4. Tliere is as mncli liberty allowed with respect t») 
pauses, which may be lengthened at pleasure, provided the 
time be not disturl>ed. The author corrects Sir William 
Jones’ rendering of /?d^ hy the expressi'.n, ‘ iiio if,’ or key, 
for which the Hindus l^ave the di.stinct word 

higT.irj' s !ath<*r ‘ lune* or * air,' 

The pt r'^oiiiiicuti.ui i'dgA and and the series 

r f pictures cabo- 1 lagmahihs, are to> wi ll kmovij t'> re- 
quire ariv rcrna!k ; st w^-uM liave inerejiM-d th«- interest 
of the work to Eun<je*aii readers had the deseripliojjs (.f 
the.se been accompani.-d by engraving-^ cd a He;4Tt< d 
K*rie,s of drawiiigs, but we are aware that this e<m!d not 
have been easily done in India. The sixteen neb -the** set 
to mu-*i(; (always excepting the impos'-ihle 7-qu.iv»-r uirs) 
firm, however, an interesting part of the ntithorN labour; 
tho clTect of nietrc is .stiikingly marked in some id these 
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f Wo canuot rofiiat pointiug out the close resemblauce of 
the 9tb (a Persian ghazal) to tlie hexameter verse ; by trans- 
posing the first and second section in each line and adding 
one long foot the metre becomes perfect : 


Auliviiirari dil bunla 7a man (t(j) jalv.i nnrnii, 

Kiijktilihl KJir rin katnari (hanu 
M ill biiv.iM il.ish ky r.iHtiiu in 1/i.s ki b.irili:i5h, 

Khaka Khavatu ruii (Ui) buh^un (luati) kali pai. 

which may bo anglicized in the metre of the original 
(Dilburda za inan-ashvagari— julva numa, &c.) 

(•h thief i»f my ho.irt, cy»'' mo n-'t shiniiu bri|»htly 
W]ith heud <lrcss awry— VirdI-.- vf I— l-d ii .c l lightly 

When, whtjii slja’.i wv meet I Ali :i''T in lifc-n t till n.y l^hc!l 
Lie strew J i;: thy luth— kiasiu;; tny icct— trcaiing juj liah:;.. . 
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Captain Meadows Taylor read the followiDg : — 

Having been called upon to describe the valuable Collec- 
tion of Musical Instninunts of India, presented by Coluuel 
V. T. Fronch to the Acadeinv, I will now proceed to do so, 
in the onler in whi^.b tliey iiave been numbere<l. I have to 
1 egret that I have not b'M-u able t > tune any of them : had 
this been iM.^si'nie, their u^es and etieets would have been 
much more readiiv understood than thev can bo bv mere 
description , but the gfeater number of these in>trumeiits 
require steel Wile strings id’ a quality iniuie especially for 
them by wire-draweis in India, which is not obiainable lu 
tliis city. 1 have theivbuv to depend u[)on descriptive detail 
ttloiif, with notices of the uses to whieii they arc put by native 
liiusieiaiis of India, according tv) niy own cipericuco, 

Xus. 1, 2, 3, ill Cataloui'K. Native Name ^ (Jhang). 

Metal Cymuals ur vauiois Kinds. 

Tlie.se are used a.s aeeoinpaninients to all native nuisie ; but 
ill the north more I’requeiitiy in Connexion with that of u 
religious eharaeter tl.an in the bout In wiiere in ail shapes 
they are iiniver.sal. The larger kiiui>, whether of silver or 
of bell nictah when chnshed together, have an ellect similar 
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to those in use in our oini military bands, and form fitting 
unison with the hoarse bt*ay of trumi>cts, the shrill pipes 
and flageolets, the drums, and large choruses of male voices, 
by which the temple music, chauuts hymns, and the like, 
is generally executed. Cymbals difter in form and sound : 
some have the eftect of large gongs ; others of a softer and 
more tinkling character, are used with softer music. In all. 
however, the effect for the most part is to assist in marking 
the time, which is done very skilfully and evenly by tho 
performers. 

In the south of India another kind of cymbal is ased, 
which is in the form of two cups, of bell metal, and of which 
there is no specimen here. Of these one is held in the left 
palm, secured by a cord pa.ssed rounil the hand, and is struck 
by the other, which is held bio^t ly in the ri^ht. Tlayors on 
these cymbals are extremely dexteruU"^, and i>rodaoe not 
unplcasing accompanioicnt to the voice, cr to instrumental 
music, by striking the cups t'»jethcr in such a manner, 
outside, inside, and u|>»n their edges, as to furm notes in 
accordance with the voice, or the other in.-^truments by which 
it may be accompaiiied. This cymbal acc^uiipaniment is 
played with more execution than may be concvivrd |H>s.siblo 
from the nature of the instrumeid. I have heard jt»n/c5jorj 
even play solos ujKjn it, which, if not very inb lligiide to 
tune, were at least curious iu execution and diversity of ttme^ 
as »uit€*<i to the varir>us styles of music. Cymbals are ttsed 
both by Hindu and Mahomeilau musicians. 

4. WTWT Go.vcJ. 

This needs no pArticuhir description. It is l>eaten in icm* 
pic music, or um calls to sacriticc or ceremony at dill'erent 
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hours of the day, and is used by many of the professional 
religious meudicants of the country, more especially those 
who are accompanied by bulls or goats winch perform tricks. 
The thalla or gong, is not used as an accompaniment to vocal 
music, nor to any but tlio loud, crashing and generally disso^ 
naut music of temple ceremonies. It is not used by Maho- 
medans except wlien struck os a clock, noting the hours of 
the day as shown l>y the water-clock or hour-glass, and in 
this I'espect indeed it is common both to Hindus and Maho- 
medaus. 

5. xfS (Gunte). — Bell. 

As a musical instrument, the bell is used somewliat in the 
same manner as the cymbals before mentioned, but more rare- 
ly. No cereiinuiy of sucriflee or oblation, however, is ever 
performed witliout preliminary tinkling of the bell, which is 
repeated at certain intervals according to the ritual. No set 
of sacrificial utensils is complete without one. To describe 
the use of the hand hell at particular peritals of ceremonial 
obsorvanev, would lead me into digressions which have no 
reference to the subject in hand ; but there can l>o no doubt 
that the practice of using it is as ancient as Hinduism itself, 
and the rituals, liturgies, and works on ceremonial obser- 
vances, define the use to be made of it. By Muhomedans, 
the use of the bell iu any form that 1 am aware of is un- 
known. 

C. g ’sn (Goonwrooj. — Ankle Beli.3. 

Those strings of small bells are used l»y all dancers, male 
or female, Hindu or Mabomedan. They an.' tied round the 
leg, above the tuikle, and produce a faint clashing sound os 
tbe feet move iu steps, which mingles, not unmusically, with 
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the dance imi.sic, or aongs which accompany the dance ; and 
they not only serve to mark the lime, but to keep the tlancer 
or singer in perfect time and accord with the mii8icitin.s. 
These bells are the symbols of their profession with all 
dancers and singers, and to some extent are lield sacred. No 
dancer tic.*^ them on his or her ankles befoi*c performance, 
without touching his or her foivln*ad and eyes with them, and 
saying a short prayer or invocation to a patron saint or divi- 
nity, Hindu or ^fahoniedarn Nor is it possible, after a female 
sii?ger or dancer b IS oih c bicn invested with them — a cere- 
mony which is very s<»leranly performed, and attended with 
much cost — to abandou the pn>fe.ssional life so udopU'd. 
He or she “ has tied on the bells,'’ is even a proverb, to 
signify that the person alluded to has devoted himself i*r her- 
self to a purpose from which it is imi‘Os.sible to recede. 
Strings of tliese srnall bells arc also used for horses, and tied 
round the fetlock> of prancing charjjcrs with gay tinsel rib- 
bons or pieces of cloth, also round the necks of lai>-dt*gs, and 
some of a large size rouii'l those of a favourite plough or cart 
bullock. The latter are identical with sl» igh bells. No post 
runner in India trawls wirii ait a .string of them tied on the 
end of his p-OA' on whiei* *«!ung the Itvtthcr 'sag Ik- carries ; 
and on a Mi.l night their c!a>hi?jg souinl, hi i* « being hean! 
at a great di>tance serves to scare away wild beasts and to 
cheer the ruiiuci* on his lonely path. 

7. f»{i! (*SW?»/7 ). — Horn. 

Used universally through India for signals, watch setting, 
])rocehsi<fn», and the like, both by MahomeilanM and Hitulus, 
though the jHfrformcrs, for the most part, arc i{ind\i« of low 
caste. In every Village of Utnlral or Soulheru India, it is 



MUSICAL INSTRUMENTS. 


247 


the business of one or more of tho Wt'itchmen to blow the 
horn at sunset, and again at certain hours during tho night, 
or when the watchmen go their stated rounds. In large cities 
every mahulla or ward has a horn-blower attached to its 
night watchmen or police ; and there is seldom a guard or 
detachment of native irregular troops without one. In all 
proces-sions, temple services, and especially at marriages and 
other festive occasions, this horn is indi.Hpensahlo ; and wail- 
ing blasts for tho dead are played upon it at the funerals of 
Hindus of the lower classes and ciistes, or etiually so at tho 
cremations of Hindu princes. 

No native authority traverses tho country without one, 
frequently several, iu his train ; and as or villages are 

approached, the groat man’.- julvr nt i> heralded by f!i>urishes 
of the instrument, blown by the performer, who struts at 
the bead of the cavalcade. Tlie.'?e blasts are answered by 
others from the town or vill.ige ejate, whence the local authori- 
ties come out to meet tho visit^u- and [>iescni their oilcriiigs of 
welcome. On these occasions, the born-hIv>wers on both sides 
vio with each other in producing their grande.st ciTects, and 
the diHcordauct# is generally indescribiible. 

Itinerant mendicants of many chusses use this instrument, 
both Hindu and Mahomedan ; and by the men in cliargc of 
droves of cattle carrying grain or merebandke, such as 
Brinjarees, Comptces, ami others, it is sounded at intei vals 
along tho road to cheer up their bullocks and keep them from 
straggling, as well as at their departure from or arriviU at 
one of their stages. 

In tone a gooil Seeng, or horn. i.s not unlike a common 
l)tigle. but has much more power, and in the hands of a gooil 
player much more compass. In playing the high notes iu 
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tiiany of the calls, shrill quivering cadences are produced^ 
which have a startling and peculiarly wild effect as heard 
from the walls of some ancient fortress, or from village 
towers and gates as night falls, and more especially in the 
otherwise unbroken stillness of night. 

I have never heard tunes played or attempted by native 
horn-blowers, though the modulations of the tones of the 
instniments are frequently sweet and pleasing ; nor are they 
used in concert with other music, but always independently, 
as 1 have already explained. There can be no doubt, I think, 
that this kind of horn is of very ancient origin and use ; and 
I obseiTe in the Museum of the Academy one ancient Irish 
or Celtic instrument, if not indeed others, ideittical with the 
Indian Seeng, and which, like it, were most probably used in 
battle, or for the purposes already detailed. In shape, in 
the peculiar adaptation of their joints, and in the form of 
the mouth-piece, they are identical. 

8. 55 ^; ( Tootoore ). — Small Tiiumpet. 

Used chiefly in religious music at temples, and in other 
religious ceremonies. It always accompanies the next in order, 
and may be called the tenor trumpet, the other being the 
bass. No calls or modulations are blown upon it, but it is 
sounded at intervals, several being tuiploycd, with a wild 
shrill effect, in concert with the pipes on which the tunes arc 
played. 

9. qsiit ( Kuma). — Labce Trcmpet. 

Like the preceding, this is used chiefly , in religious pro- 
cessions, or in festivals in honour of local divinities. It has 
a few hoarse bass notes, which cofitrast with the shrill teuur 
of the Tootoore, and appear incapable of other modulation. 
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These instruments are almost invariably played by Brahmins 
or priests attached to Hindu temples, and by persons at- 
tached to the retinues of the Gooroos, Swamies, or spiritual 
princes of the country, who possess large ecclesiastical 
jurisdiction, and are provided with them, as a mark of high 
rank, which is not allowable to others. Occasionally, also, 
they are mot with in the Nobiits, or musical establish- 
ments attached by royal permission to nobles of high rank, 
Mahomedan as well as Hindu ; and they arc sounded at the 
five stated periods of the regular daily performance ; but 
they do not exist in all cases, for there are distinctions in 
the classes of instruments, according to the rank of persons 
privileged to play the Nobut, which involve the presence or 
otherwise of the Jhurna, those of the highest rank only being 
able to use it. The Nobut, as a peculiar institution of native 
music, will bo explained hereafter. Tlie hirna, or large 
trumi^et, is esteomo<l by all Brahmins to be the most ancient 
instrument of music in existence, and the sound of it to be 
especially pleasing to the gods, in various particular ceremo- 
nies, and at solcmu parts of sacrifice. I need not, however, 
occupy the time of the Academy with such legends. 

It is perhaps worthy of remark, however, that in the pro- 
cession on the Arch of Titus at Rome, one of these trum- 
pets, precisely similar in shape to that of this collection, 
is being carried with the sacred candle-stick with seven 
branches, and other trophies from the Temple at Jerusalem ; 
and thus it may bo inferred that it was used in the ancient 
Jewish ceremonies. 

10. •WT lloiar cha Soonai), — 11, 12, Do. 

Tenor or Second . — Reed Pipes. 

Those instrumonts, which all belong to the same class, are 
of universal use iu all parts of India. Wliat bagpipes ars 
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to Scotlaod or Ireland, these pipes are to India. Although 
flageolets in appearance, their sound is precisely similar to 
that of the bagpipes, only perhaps more powerful, and in the 
hands of good players more melodious. They have seven 
and eight holes, respectively, and thus would appear to have 
no great compass ; but in execution, whether from the effect 
of the lips aud tongue upon the reed mouth -piece, or the 
manner of fingering upon the holes, combinations are formed 
which include semitones and quarter notes, and thus the 
expi*e8sion of chromatic passages ad libit urn, of which native 
prayers are very foud, is given, which, in reality, are very 
effective. From their great power of sound, these pipes are 
unpleasant if the performers be near ; but at a distance in 
the open air, and specially among mountains, the cfiect is 
much subdued, and often attains much wild beauty and 
softness. As I have already stated, their use is almost 
universal. They are, in fact, the only regular out-door 
instruments of Indian music, and are employed on all 
occasioas, whether in domestic or public religious ceremonials, 
processions in festivals, temple music, aud the like ; aud the 
music played upon them varies with the occasion on which 
they are used. Marches, and military music exceedingly like 
pibrochs in character — pieces for marriiigcs, for rejoicings, 
for funerals, wclcomings, depaitures — familiar ballad airs, 
and the stated music of the Nobut, have all separate modes 
and effects. In the Mahratta country, in which I know them 
best, the simple melodies of the people, joyous or plaintive, 
are performed with a style of execution which is often sur- 
prising ; and combinations of musical effect are introduced 
which are equally curious and interesting. 

In the Kobut or honorary band of musicians attached to 
noblemen, temples, or shrines of saints, Mahomedan or 
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HindUi the best performers obtaiDable are geoerally employ- 
ed ; and the performance is accompanied by drums, tenor 
and bass, and large kettle-drums, which are tuned with the 
pipes, and form useful aids to the general effect. The music 
played is generally traditional, as no written masic is ever 
played from i but skilful players not uufrequently invent 
new airs, which are founded upon the several modes of 
recognised divisioiis of music, and these are taught to pupils, 
thus perpetuating continual changes, whether for different 
hours of the day or night, or for extraordinary occasions. 
Not unfrequently, very sweet-sounding flageolets are used 
by Mahratta musicians in company with these pipes, which 
have the effect of mollifying their shrillness ; but I do not 
And any specimens of them in this collection. 

In the Mahratta country the players of these pipes are 
called gurseef and the office of piper is hereditary in every 
village or town, accompanied by portions of land, and cer- 
tain proportions of the crops of the village at harvest, and 
other hereditary dues and privileges, in common with other 
members of the hereditary twelve villages councilmen. The 
office of ** gursee** involves sweeping the village temples, 
lighting tbo lamps, and officiating at certain ceremonies ; and 
on all occasions of marriages, festivals, funerals, and the like, 
the gunee is entitled to certain perquisites, the rights to 
which are strictly preserved and universally admitted. 

14. ^ 15. f Jlolar clia SoorJ, — Tenor 

AND Bass Drones. 

The pipes are invariable accompanied by drones, tenor and 
bass, or first and second bass, of which Nos. 14 and 15 are 
specimens. The instruments have but one note each, whioh 



OATALOOUa OF IMOUV 


S»2 

if {dayed without intormiattou by difibraut persona They 
have the exact effect of the drouea of bagpipeSi and can be 
toned to any key which the leading inetrumente requirei by 
altering the position of the mouth*pieoe or rood, and the pipes 
are tuned to different keys in the same manner. 

16 . wfw (Powgi). — Snakb Chabmbr’s Pira 

These instruments have six notes, and three scmitonca 
Simple, plaintive airs, geucraliy in minor keys, can l>c played 
upon them ; but they are not used with other musical 
instruments, and belong exclusively to the snake-charmers 
and various tribes of jugglci's, acrobats, and the like. By 
the snake-charmers, a few notes only are played, which seem 
to have the effect of rousing the snakes to be exhibited, 
usually cobra de capellos, to action ; and as the reptiles raise 
themselves on their tails, expand their hoods, and wave 
themselves to and fro, the players become more excited, 
while the motion of the snakes is accelerated by the rapidity 
of their execution. So also in feats of jugglery, or sleight of 
hand, the poongi^ accompanied by a small hand drum, si ems 
to assist the [KTformer, especially when throwing knives or 
balls into the air, catching them in buccession, and throwing 
them up again. 

I think there is no doubt that the touch of this iuKtrumeut 
have an effect ui>on all bnakej<, especially cobras, though tins 
is denied by many. As an instance of this, 1 may mention 
that one very large cobra, which fre<iucnted my gtirdcu at 
Eilicbpoor, and of which c%'ery one w.ts iii dread, w*u* caught 
by some professional suake-cliarmers in my own presence 
by means of the poongi. It was played at first very softly 
before the aloe bush, underneath which the snake lived in a 
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hole i gradually the performer increased the tone and time 
of his playing, and as the snake showed its head, he retreated 
gently till it was fairly outside, and erected itself in a defiant 
manner. At that moment another man stepped dexterously 
behind, and, while the snake s attention was absorbed by the 
player before, threw a heavy blanket upon it, seizing it by 
the head under the jaws. The head was then pinned down 
by a forked stick, and the fangs and teeth extracted by 
strong pincers. The snake was then turned loose, apparently 
completely cowed and exhausted, and finally transferred to a 
basket for education as a i)erformer. There was no mistake 
os to the identity of the reptile ; for a portion of its tail 
had been shot oQ' in an attempt to destroy it. The same 
men afterwards drew snakes from the thatch of my house, 
all of which seemed to obey tUe fascination of the pipe. 

17. CSoorsSotta). IS. ?it^ fTa 7 / 1 6oora>. 

19. D*». Do.— Forn Strxngbd Lctes, lxrge and small. 

The four iiistniiuents, 17 to are called ^oor or 

tumboora, and are only variation.'^ of the fut/iboont. They 
consist of a large grourd as a body, and a stringboard without 
frets, with pegs at the end, along which the wires, one brass 
and three steel, arc stretched over a bridge, below which each 
string is fitted with a ghiss bead, which improves the tone and 
aisUts in tunning. No j>erforuiivnco of varied character is 
made on these instruments. They are tuned to one chord, 
in whatever key is retpii rod— generally of C — Jind the finger 
passed rapidly ncnxss the strings : or the notes are played 
aeparattdy, but quickly, so as to form the cboid in vibration. 

Almost all Hindu and Mahomodan aingera use these ins* 
iruments iu preference to any other. They are, in fact, only 
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helps to the roice, and afford a simple accompaniment whioli 
marks the time, while it does not interfere with the singer's 
execution. So much ornament is employed by professional 
native singers, that they prefer to rely upon their vocal 
powers alone for success ; and it is esteemed a mark of iii« 
teriority to use any other adventitious aid than the simple 
chord of the tumboora. In most instance the singer plays 
himself, though I have occasionally seen two or three instru- 
ments, of different sizes and tones, employe«l where the singer 
was sure of correctness of time, and accord. The tumboora^ 
therefore, is confined to the u>o of singers, male or female, 
or to accompatiimeuis in recitations, the chanting of sacred 
works and hymns, and of scales and exercises in singing. 
It is never used iu company with pipes or flageolets, or in- 
deed with any other instruments ; but, as I have described 
it, the effect is simple, and often very charming when a good 
instrument is used which has a mellow tone. 

21. Sitar ). — Gcitab, or Lute, for 

Performance, 

The %itar is another instrument expressly intended for the 
performance of spciies of mu>»ic, though I have heanl it 
used occasionally by RiijpcHit tninsireU as an accoiupaiiimeiit 
to the voice. It has five wire strings, three steel for treble, 
and two brass for bass, and eighteen frets, or, with the nut, 
niueteen ; and it will be seen by a glance, and its espability 
for execution is couhidcralde, though the metallic siriugs 
always pro>luce a jangling effect, which is uii{*]eiisaiit. The 
%\iar can be altered to any key by moving the frets up or 
down, and a skilful musician knows how to do this ezactiyl 
The execution with which it is frequently played ia wonder- 
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fu1» and Die perfoimer can execute chromatic passages at 
extending to fourths of original notes. 

22. ^ ( Soorsringa). 23. BiSPTr (Kuchwa,) 

Numbers 22 and 23 are instruments of the same character 
os 21, for performance only. 23 differs from 21, not only in 
respect to its size and power, but in having two strings only 
to play upon, tuned in thirds, from strings in the centre, 
which are tuned to the chord of the key or primary note ; 
and two smaller strings at the side, which represent a high 
octave, and can be struck as necessary. In playing, the 
chord in the centre is not always struck, but only occasion* 
ally for effect. This instriuueut, which is difficult of execu- 
tion, is not often met with. 22 has only sixteen frets, but 
eight strings, six from the top and two at the sides, which 
lie under those played upon, and are used in combi tiatiou 
with them for peculiar resonant effects. This variation of 
No. 21 is, liowever, uncommon, and confiued perhaps to the 
Guzerat country. 

24, 24a, 25. (Taoosee), 

This is another variation of the No. 21. No. 24 has 
seventeen frets, with six playing strings ; but below them 
are eleven strings of very fine steel wire, which are tuned 
to eleven separate notes iu the direct scale, and are not played 
upon. Their use is to effect modulations by vibration of 
sound, which imparts sviftuess to the laelovlies executed by 
the hand. No. 25 is an instrument of the same character, 
but with twelve lower strings, which are tuned as in the 
preceding, aud with the same object. 
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The rtm— The best instrnment, however, and the most 
powerful and melodious of this character, is the rtna, 
which is wanting to this collection. In form it does not 
differ much from the preceding, but it has much more |K)wer 
and sweetness, though the peculiar effect of notes sounded 
upon brass and steel strings is never absent. The finger 
board of the vina with nineteen frets is 2^ octaves, and the 
frets themselves represent the following notes in English 
music 

D, Dj; E, F, FJ G,G#.A, B#,C,Cj:.D,D#,C,F,P#, 
Gft A, D. To hear, so as to understand, anj really classical 
Hindu music, it should be played upon this instrument ; 
and I have occasionally met with some very learned and 
accomplished performers, principally from Mysore and the 
South of India. Cue of these men, after playing many 
Hindu airs and variations upon them, changed the key of 
the instrument, and began a piece which was familiar to me, 
though from him unaccountable; it wtis, in fiict, a great 
portion of Beethoven's Sonata in A ; and ho explained that, 
having once taught an English lady a gocKl deal of his own 
music, which she played upon the piano, she hud in turn 
taught him this Sonata, which he preferred, he said, above 
all other ** English Music," and his version of it, considering 
the defects of his instrument, was really very beautiful. 
The fuct of nineteen frets expressing the notes 1 have enu- 
merated, and their extension according to the Hindu system 
of fingering, affords satisfactory i)roof of the capabilties of 
the vina, which is honourably mentioned by Sir William 
Jones in bis Essay on Hindu Music, as the standard instro- 
ment of India. 
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26. ^PtTm (Sarungi.) 27, (Sarrooda). 

28. f^lTT ( Chikara). 

Those arc the ordinary violins or fiddles of India, and are 
played in the same inauner, though difleriug from them iu 
some re.s[)eets, a.s the instrumeiits iu use with us. Of the 
three, No. Jd is the most commonly employed. 87, Sarrooda, 
iiiay he called the tenor or .second fiddle, and accompanies 
2d in ehord.s, played hy the bow, or by hand as a guitar. 
2S is an inieriur ti<Mle, which is mostly to be seen iu the 
hand.s i»f stiolling player^, or mendicants, reciters of short 
plays or [loeiii.'j, and ballad singers. The Sarungi him four 
strings of cat-gut j it i^^ played with a bow ; and the eiecu- 
ti 'li U’. 'Mi It by ao.’Mmpli-lied perf »rmers is frequently strik- 
ing and pleading, whih* the l uie.^ are nearer perhaps iu quali- 
ty to the human voice than those of any other instrument 
with whi di 1 am acquainted. Considering its small size and 
rude shain*, the I nn* is much more .sweet and powerful than 
wouM he conceived fi\>m its appearance, and this may be 
accounted f'.»r in twj ways. Fir.-jt, that the sounding board 
i.s of p.iivlimeiit, .stretched over the wooden frame ; and, 
.srcoinlly, that below the gut-strings which are played upon, 
there are eleven others of fine steel wire, tuned exactly 
with the scale, ami thus the eflect of the notes played is 
perhaps increa.sed by vibration upon the wire notes beneath. 

'I'liu S tranji is usevi by Mahouiedau miLsicians more than 
by lliuiiu ; and 1 imagine it may have been introduced into 
India by the Maluuiiedans, po.ssibly from i’eisia. It forms 
an cxctdleiit aeeonipaniiiicnt to the voice i and an tdd friend 
of mine, an excellent nuosiciau and violin player, the late 
('aptaiii Ciberne, Bombay Army, used to pi-efcr one of these 
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in^mmcuta lo his own violin for concerted pioccs in which 
the violin took a sophrano part. The capability of the Sarutifft 
for the execution of chromatic passages and hannoities is, to 
some extent, equal to our own vi«>lin : but it wonhl be (piito 
possible to improve the native instrument witinuit ulttu*- 
ing its chaiacter, and in such case it might prove a useful 
addition to our own orehestral i fleets. 

From its size, the Sarrornhi is more powerful, but more 
diflicuit of execution ; and it combines the cflbct cf a guitar, 
as it is sometimes pla3*ed in accoinpanimont, and the vielin. 

20 . (S^ir Muhiltl) 

This may be styb d the Indian dnleiiner. It is by no 
means comme'n, and therefore good execution upon it is not 
often met with, nor indeed at any time is it very pleasing, 
owing to the continual jangle of the wire strings. 

30. (Ih.rn). 

Wire-strung: guitar, wlw’ch is chieflv ly n^ ridicarits 
and r-iigious <b.votee.s in recitations, hymns, (.thrr sai if d 
sinciii". In S'-me drgree it r» "fUiibh-s the /•//; < but has inft 
its p‘-wor or sw-etness, nor in If-e*! cajc/t ility < f rx* r:iti- ii. 
This instrument has twenty-three fnt-, aiifl there are hvo 
striiiLO' to be \flayed upfui, w'ith two others at the siile for 
occasivjiial efiects. 

31 . (Tormtoorifrj. 

An instrument with one wire string, and of a rude charac- 
ter. It is invariable n>Cfl )>y mendicants and cMnmon bal- 
lad singers in the Dt-kan, aiid tlie wire is stnn k rapiflly b}* 
the finger, or a <pnll, as an accoinpanimeni to the voice. 
The string cari be tuned to any key rcquire<l. 
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32. TO? (Duffde), 33. (Ditfde), 34. (Uulkya), 

35. (Dayra). 3C. TO (Duff.) 

The.-?c five iii.striimeiit.s belong to one class, tbe cotnmoa 
tambourine rlriim of India, wbicb is played, partly ]»y stiek.s, 

р. irtly l)y tli** li.md. The performer bolds two long tbiii 
pi».‘(.t s nf wo mI or twig in bi.s left band, wbich he rests upon 
the frame of the instrument, which is strung over bis shoul- 
(Ilm*, while with the right be beats it with a .short thick 
drumstick. The mea.sure and tone can be changed and varied 
by the manner in which the notes are pluye»l by the sticks 
in the left hainl, and in this re.spcct tlie druuuiiers are very 

с. xpert. d'heso instruments form tlio ordinary accuinpani- 
ineiits to the horn, No. 7. Kvery village, or wutcli on town 
bastions, firt wall.s, and the like, bus one ; and in nalivo 
armie.s tliO duff is bcuteii furiv»u>ly on necadons of attack. 
In all .sorts (* f i.P >cessions, festivals, and the like, they are 
em[doyed ; but they do not aspire to the refinement of other 
drums of a more .scieiitilio character, which will bo described 
in till II. 

37. 38. 30. ( Dholkie ). — 

OiiiuNAiJY Drum and Little Drum. 

Both played by band a.s accompaniineut to the voice, or 
struck with a .stick when in concert witli pipes or loud ins- 
truments. Both these instriiiueuts are of universal use, but 
are .sekhun employed by profc-ssioiial musicians. 

40 ( Pukhwaj J. — Tknor and Bass Drum. 

'Which is used exclusively as accompauimeut to the voice, 
and in all concerted music. Bomo musiciaus prefer the 
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iuhla, which will be described hereafter ; and perhaps llie 
JDK is cm plojed more than the other by Hindu profes- 
eiouals. On this inslruinent-players are exceedingly expert ; 
and by the maimer in which both sides, tenor and buss, are 
played by the hand, the points of the fingers, and occa.’-ii>nally 
the palms, the notes which arc 2)roducL*d assift>t the voice ; 
while the time, however complicated, is kept xvith ihe great- 
est exactness. This drum is tuned by the side ccn]>, and by 
a composition laid on the centre, which assist i» the sound ; 
and a piece of dough is usually put U[»on the ba>s side, which 
tempers the skin, and keeps it iii tunc. Among instniinental 
performers this drum, or the tubla is consideitd the standard 
instrument, and all others, whatever they may be, are tuned 
to it, 

41, ^^pnfUoodoolc). 42. 

These drums are used by ballad singers, iiundicanls and 
the like, and need no imrticular dcscriidion. Tiic latter use 
them in concert with begging ]'etitioi:s in the name of .st mc 
divinity, which are often sung to wild or melunclioly 
cadences. 

43. (Lahya). 44. fw’JT Common 

CorpEK Kettle DnuMfs. 

Which need no particular cxplanati^»n ; both ;in- played 
with sticks. They are often fuuml with .small paiUc.i of 
village musician.'*, and in concert with pi]>es. 

45. WWTV (SumhallJ. — Tenou and Bash Dittii. 

Of the baiue chtracler as No. 4«*, VukhvaJ ; but not so 
melodious iu tone, nor so much uaed. 
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46. TfiRTT (Tnhla) 

These cl nuns, tcimr and bass, rank witli the Pvl'hicnj, and 
are j)i»'fcrred by many j*layeis. Tin y arc tied in a cloth 
r<>nnd the wai.^t, when i»layc".l, and the hands arc c.\<-I'i'ivciy 
used, with extraordinary cx«‘fnf d’lie t<iiie is im li nv arid 
ami, hariiioni/etl with tiic violins, furms an <'Xc** II* nt 
}icc<<m|‘aninierit to the vome. The diums are made 

c»f CMjipor, and, while criually swi-ct, have j)‘‘iha[is more 
n'sonaneo than the irjhh whuh i.> of v.ood. 

I)rn2n-[dayiie,," (‘ii the'.- ii.st nim.-nt s i.s an art among 

Indian }.erform“rs. They mark Ih*- time, whicii i' ‘ f a v-.-ry 
Ci.mplieatcd nature, and udlVrs in many it'i'cet" fioiii ours, 
to suit the Varicvi moth*?’, of the mu>ie. <>n ti.:s aoeoui.t, 
And fioiu the Very ll^rid iMs>a::.'s ri.|uired. years of study 
and [U-aelice are required by the I'orf-.mer.H. 

47. •nj {yuh. — Krrii,!;-Ib;i‘MS. 

(deneraliy U'ld on b'U'elMck, miadi like tnir own, ami 
beaten bv >*iek.s. In native eav.diy. anu in our own irro- 
j;uhir cavalry regiments, they are carried in front on tiio 
mareh. and by their som rous livte-s the line of i'i,.-rcs.s U 
indicated to prevent straggling. 

4S. ^^Tir*TT (Doo'jdKH'nja ), — Small Hand Drum, 

o j 

Used cbietly by mciubcaiils and bailail singers. 

41 *, (.Vod'«L) 

This itrstiaunent, wbicb i** tin- largest kottlo-druin used in 
Imb.i, gives the name f* the or bonorarv music \h:- 

feU’ auudeJ to. It kus A deep, UicUow sound, and la pUyed 



262 


CATALOGUE OF INDIAN 


and used much like our own bass drum. "Witli it are usually 
associated the smaller kettle-drums, 43 and 44 ; and a per- 
formance upon the drums alone forms part of every period 
of playing throughout the day, though they accompany the 
pipes and trumpets in all other music executed. 

50. ■JR? {ShnnJ:), — CoNcn Shell. 

Is not used as a musical instrument, but is sounded dur- 
ing religious ceremonials, in processions of Hindu wor- 
ship, and before idols. No tune, so to speak, can be played 
upon it ; but the tone is capable of much modulation by 
the lips, and its clear, mellow, humming notes, heard at 
early morning and eventime from Hindu temples and the 
groves about them, have a peculiar though melancholy eflect, 
not without charm. 

The above concludes the catalogue of these instruments, 
and as the foregoing details may be esteemed incomplete 
without some notice of Hindu music as a science, the follow- 
ing remarks upon it, brief as they must necessarily be, may 
serve in some res2)ecls to supjdy the deficiency. I do not 
put them forward as original ; for it would be impossible for 
me, without a greater acquaintance with Hindu music thtin 
I posses.s, to write anything more comi>lete than Sir Wiliiani 
Jone^s essay, which gives details to a greater extent than 
those with which I can i)resumc now to occu]»y the time of 
the Academy. 

First, then, as to notation— we find the Hindu gamut to he 
in essentials similar to our own. There are eight notes in 
their scale, which form the foundulion c»f th<‘ primary modes, 
or ‘SSwaras,” and which are named as follows : — 
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Sharja. Piincliama. 

Hisliaba. Dhaivata. 

Qaiidbara. Kisbacla. 

Madhyama. 

of which the initial letters form the gamut : Sa, Hi, Ga, 
Hay Pay Dhay jS'iy Sa, correspomUng with our D, /ti, Mi, 
Fa, Soly La, Si, Ut, and the Hindu sccale may be thus 
written : — 

A B C.D E F G A 



Sa, Pr, Ca, Ma, Pa, Diia, Ni, Sa. 


But the Hindus have adopted no especial symbols, like 
ours, to express sound or time ; and in willing music, accord- 
ing to the ancient system, the air and time of the melody 
are expressed by lengthening or shortening the vowels 
attached to each initial consonant, and repeating the notes 
ns they may fall together in the air.* This in itself, it will 
bo admitted, is riitle and unsatisfactory ; but by eertian signs, 
.such as (lots, ciirve.s, and other marks, the written notation 
becomes intelligible to performers ; and as taught at present, 
the scales, and vocal and instrumental exercises of learners, 
pome of which are extrciuely complicated and difhcult, cou- 
Bist (*f repotitiDiis of the primary notes of the gamut, in the 
liino and tune intended. 

Kach note is divided into halves, thirds, and fuirths, which 
are defined by .signs and marks attached to the notes of the 

• In like m;\uucr our own mu»ic might be written and read fixuu the 
note! tbutuK'lvos. 
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gamut, ami can bo oNpi-essctl by tlie voice ; or, taking the 
vinii as the staudiinl instrumenr, on and between tlie frets, 
by a maiiiier of fingering known to perfi>riuei*s and teachers ; 
and the or violin, can be u^ed witli similar etleet. 

Again, taking each fundaiiiental siaind sepal uteiy, tho 
classical definition or doctrine of siamds admits ainl defines 
seven variations to each, whicli bici'ine the leaders itf a series 
of other inodes. Thus we liinl 7X1-— M inodes; seven 
piimary, and sevcnty-seveu see-'Miarv. wlj;eh arc known under 
the;r separate a; pel.at i":.s. d i.e la eiiu nts <.'f the eiassio.kl 
systeiii are, liait eiuh nie!t>iiy fi jiutd np^n any cf the ftb.*vo 
primaries or other reijunct'^ sin uhi be ca^mpiete in itself ; and 
no deviaticfii fioni tliis rule is iveogni-vd or [‘ennitttvl, 'J he? 
modes are distributed over the iii>urs of the d.^y and night ; 
and no pix. feasor ed Hindu uo.'ie, (-r edueatevi peilbimrr, 
would be held excusable by a eiiiical audience, if lie tians- 
gtcssed propriety so much as lo iijli‘«»Juce at a wr- ng peiioil 
fcong'i, or instrumental perfe»raiance.s, wiiich l/elunged to 
aiiolliel'. 

In iliii'tratieii (f this rule, Sir William Jones observes : — 

A meb.'dy, e-r j lira-e, c* iiinieiiciiig with 

JX K. r^r. t.Jf. A. ib (’4f I). 

v.hore the first saniti-ne aj‘p*ars betvvee-n the fairth and 
fifth indes, and I’ne .‘*ec' 'I. d bt.lWM n the sevenili and eighth, 
as ill tije natur.d scale : and ihe* (IJf an*i ( < r ga jind ni, 
(•f the Jn<]i.4n aiiiii'-is. f-rim our inaj u' mode of 1) ; ,>ueii u 
ine*]<*dy must cn<l \^ith tiic lifth note fr"m the tonic, and it 
would be* a gro.ss violation of mu.sical elecoium to sing it at 
any time except the close of day." 

Another moele of ilivision, whicli i.s j>eihaps iin»re iiiotlern, 
ih the division of the kix primary notes into fifty-four inodes. 
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by an allegory. Bhairava, Malava, Sriraga, Hindola, Dipaca, 
and Megha, are si^r nYmplift. each of whom is married to a 
Bagiiii, and each has eight children. Thus we have six 
nymphs, as primary notes ; six semitones, as husbands ; and 
forty-eight children, as minor modes or divi.sions ; making 
fifty-four in all. 

A third system divides of rags or modes into six 
primary, and thirty .secondary. Each of these i.s known by 
the note which begins it or ends it. A.s an example, the 
Sriraga corre.sponds with our major .scale ; Sa, or A, is its 
j)iincipal notes, with Pa, or E, diminished by one sruti,*^ 
or part of a note. Thus, w*c find that this mode represents 
the ordinary scale, ut, re, mi, sol, fa, la, si, ut, with a minor 
tone, or three arufts, between the fifth and sixth ludes. 

I have mentioned in my ile.scripti'*ns of the in-strnments, 
that chromatic and enharmojiic passages of great intricacy 
can be executed upon several of them — the n'/ia, the 
aarungi, Slq. This will be accounted for by the fact of the 
system of music prescribing twenty-two gratis or divisions 
of iiote.s, to each whole octave ; or furiii-sliing each note, or 
tbo.se which according to the rctpiiivments of the particular 
mode may need it or the particular melody in the mode, 
with semitones, thirds, and (piarters of notes, as may be 
necessary. It would seem, however, as if more tUiUi “ twenty- 
two sriitis^ to an octave were inadmissible ; and the notes 
to which any number of snitis is admissible is determined 
by the key note, or primary. 

“ Semitones,’* say.s Sir William Jones, are placed as in 
our ow'u diatonic .scales, the intervals between the fourth and 
fifth, and fir.st and second are major tones ; but that between 
fifth and sixth, which i.s minor in our scale, is major in theirs. 


a— 1 
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The two scales are made to coincide by taking a ‘ irutV from 
Pa, or E, and adding it to Dha, or F ; or, in Indian terms, by 
raising Savarotna to the class of “ Santa,” and her sisters. 
Every snUi is a little nymph ; and these nymphs, or srutin, 
or quarter-tones of the fifth note, Pa, or E, are culled maliiii, 
Chapala, Sola, and Savaretna.*' 

In like manner, every note lias its fairy attendants at- 
tached to it ; and these being fnrnislied with names, the 
separate portions of each are known at onee, in their pniper 
ordt r, and wirhout corifu>i'>ii, to scienlihc Hindu musieianH. 

There aie many Sanscrit, as \vt 11 as Teloogoo, (’amirese, 
and Tamul works on music, still in existence. Imleed, in 
the south of 111 iia mu^ic iip[>ear> to have been luaintained 
an<] cultivated as a s<'ience, lon^» after it had ceased as such 
in the north. Mah -medan hi-^ttU’iaiis of the pcTi<Ml relate, 
that when tho Hekhaii >Yas invaded by Alia-oo-det ii Togluk, 
in A. I). and the conque.st of tho South of India c<»m- 

pl' ted ny tiie M«'gul g*o»er«d, Mul.ik Kaf.mr, several yeans 
afterwards, tliC j*iof..»i..ij (^f music Wits found to be in a 
COii'htioii so fit' advaiiced if the u th, tiiat ^Uiger .s, maid 
and female, mu-iviaiis, and th»ir jiiai.itjiu iiistiiKi' is, wero 
taken with the royal aimi.-s and stlihd m the nuith. ddio 
works tliat remain on the sui'jed have iM-en examined by 
competent Oiiental scledarn, who have ni^eoVered that Uinsic 
as a .seicnce held a hi,^h place umoi.g ancient Hindus, and 
l^ecaiae the subject of learned, tiiough p'eduiitic, treatises ou 
doctrines of souiid, variatiou.n of scales accord of musical 
instruiiients, divisions of inotles, singini;, and instnimentu- 
tiou ; but nowhere does it appear that the laws of haimony 
bad ever been disc<jvered t>r invented i and, as a consequence, 
all Indian music U wanting in this most vsaenlial paiUcular* 
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This, aud the pedantic divisions into modes, so jealously 
guarded from infringement, liave prevented Hindu mu.sic 
and its science from that improvement and extension which 
have been attained elsewhere. In this respect music is, 
like all other sciences of the Hindus, and their philosophy, 
un progressive and etlete. In performance upon the cina or 
sarunrji^ the perfuruK'r’s ear, and the capabilities of the 
instrument, lead jdayers into tliirds, fifths, and octaves, with 
the laws of which they are unaerpiainted ; but all singing 
and playing are in unison, and wh-tlier trebles, tenors, or 
l)as';es, which are often joinetl, and in all instrumental music, 
the execution is of the same character. It is needless to 
say that this inevitably produces monotony, and causes 
Indian music to be generally uninteresting, if not repellant, 
to European ears. 

I am bound to liowevor, that wry little of the really 

gfMMl or cla*<sical mu-io of the liindiis ever he..!*d by 
European cars. What is ordinarily played t-) them is the 
commonest ballads and lovo songs, with m odern Persian 
and Hindustani ditties, .sung by ill-instructed screaming 
dancing Women, at crowded native durbars, marriages, and 
other coromoiii<ils. The late Xawab Shumsh-oul Ooinrah, 
of Ilydrabad, fi»r iustunc *, used to cause fivun ten to twenty 
sets of ilancers and .singers to stand up to^», tber, eacli set 
consi.sting of several women its .singers, and a proportion of 
instrumental perr>riner.s. All sang and I'layed together 
whatever they j>leaM*d, atid the clamour of ditVerent tunes, 
witli all their varied acci>tn[)auiiuents, was quite indescri- 
baido. It i.s no wonder, therefore, that the English guests 
stopped their cars, and declared native music to be abo- 
minable. Need I say, that, were all the bo.st singers and 
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bands of Dublin to play the most beautiful music at their 
command at the same moment, the effect might even be 
more painfully hideous I 

But music of much iutrinsic beauty, nevertheless, exists ; 
and the ancient rags or modes, with their simple melodies, 
and the marvellously difficult, and often charming scales, 
droopuds and laoneeA, and otlier exercises of vocal and instru- 
mental performance, and the plaintive and beautiful ballads 
of the Rajpoots and Malirattas, would, I tliink, amply repay 
collection by one competent to make it. It would be a grate- 
ful gift to the musical world at large, were the Government 
of India to undertake a complete collection and exposition 
of the best Hindu and Mabomedan music, as it exists in the 
north of India, in Rajpootana, and Guzerat, in the Southern 
Provinces, and midday in Maharashtra and Bimdelkund, 
The music of all thc.>e provincts oiffei-s n- much in character 
as national music in Europe, and there is a great deal of it 
that is very interesting. How many of tlie old rags or modes 
are illustrated by loVe songs I and liow many of the chival- 
rcus events of ancient and mediaeval times are subjects of 
ballads much like our own, descriptive, picturcMpie, and 
most original both in subject and music ! In the Mahratta 
country, 1 can state of my own experience that ballads and 
love songs are innumerable, whether of the old Mahomedan 
jKiriod, the Mahratta ri.'jings agaiurjl them, and the more 
recent English and Mahratta wars, and are full of bical 
adventure and spirited description j whilo in all the grades 
of love songs, under their several local den(»mination8, 
there are scores, nay, hundreds, in every province of India, 
worthy of being rescued from their present obscurity, and of 
being preserved among the musical records of the world. 



MUSICAL INSTRUMENTS. 


260 


In bis Essay, and to illustrate the manner of notation of 
the ancient Hindu system, Sir William Jones has quoted a 
very simple air of Soma^s, who was one of the most ancient 
Hindu writers on music, and composers. This, with a few 
airs contributed by Colonel Tod, in his work on the Rajpoots, 
form neatly all the Hindu music now on record ; aud these, 
with some common tunes picked up from ordinary singing 
men aud women at nautches, are the only specimens of 
Indian music now available for reference or comparison. 
There is much to be regretted, I think, in this, not only be- 
cause national music is always valuable in an ethnological 
point of view, but because it would afford most interesting 
comparisons with the ancient national music of Europe, 
which it so much resembles. I venture to offer a very simple 
contribution, — a plaintive Hindu air of the most ancient 
chiss, to which I have adapie<l English words in partial para- 
phrase of the original Hindce, and to which one of my 
daughters htus addcvl cmaigh accompaniment to admit of 
its being sung by a soprano voice to the pianoforte. 

I cannot clo.se this paper without aii verting to the value 
and iuiportaiico of thi.s collection uf musical iustriuuents, 
which 1 c^msidcr to he unique. I have never seen so large 
a one in the po.ssessioii of any native connoisseur, and my 
impres.sion is that there is notliing so complete in any 
European museum. A few, aud very few, instruments are 
wanting to make it perfect, aud these might be easily sup. 
plied. On those grounds, therefore, I consider tiiat this 
Academy is under peculiar obligations to C\>lonol F'rench for 
his valiuiblo donation,— valuable alike from its original cost 
and expense of transport, aud as an illustration of the 
musical tastes aud acquirements of India « and I have no 
doubt that suitable ackuowlodgmeut will bo made to him. 
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Kunia na poee hat. 


Words by M. T., from Hindu Ballad, Accompaniment 
by A. M T. 


Andanti. 







I h.'id trcuKured up 


to — tell My Mvcaui - - iiig; 


eyes 


wero 
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Ali ! now I vainly cry 

Dear fle ir heart so fotiJlj* loved, 

I huu w'tiM'st li'd see me lie 

S*i de*! '1 ite. ii'-r fail that l"vc so tn;ly pr'-ve l. 

Rest ! rest, '-h. hro.ikin^' heart ; 

rcHOf e..m! th n.ovt" thee, that nou^cht h;i I ever mov’d, 
Ah ! why delay thy dart 

Kij.d 'le ith — take me to him, that never mote we part. 


Okmikal IIi.NDici: WuiiD*. 

Kuriiii iKi bat 

Ab iiiyii. IVra jooa ko but 

OoilowjiT ! tahivfun, inyii bulaecu leou^i lio 

Mohe Ic’chulo ooiilien ke |>a.^. 



MUSIC. 

BY 

LIEUT.-COL. JAMES TOD. 


( From Annals and Antiquities of Rajast^han.) 
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By 

LIEUT.-COL. JAMES TOD. 


(From Annals and Antiquities of It tjasC ha i\y Yol. /, 
pafje 538 to 540.^ 

As Muraliclhara, or the “ Kaiiiya is the god of 

music ; and iu giving him the Mupheid’s rt*ed instead of 
the vlna or /vrr, we may ivnjvciure the .vlmplo bamboo 
(hhans) vrhich fv*rinod the first tbite (hh tnsU) was in use 
before the Chataraf the (Jreccian Cith.r'a,'^ the first invented 
lyre of Aj'ollo. Tims from tin* six-wire 1 in-Ntrument of the 
liiiifliis We have the CJreek Ci^harit, the Ihigli-.h CiC^enif and 
the •S]>anish r/in'rff/* of modern days. The (ir i t l:-. f Ilowing 
the Egyptians, had but »i.x nutes, with their lettered sym- 

• From c*rt, * six ' an«l tar, ‘ u string: or wire.* 

t StnUio says, ttio Crocks Consider niu^ic .i3 ori,;in:itin j fn'in Tlirice and 
Asia, of which countries wore Uri>licus, Musumis, &c. ; and Ih.it v'thers 
•* wli<3 nvaril Asm, as far as as a country 'j.icrcd to !\ lu 

(llacchuN.) .ittrihutc to tliat “ Cv‘'it»try the invention <*f noiily .kl'. tl.c scienod 
of tunsic. We perccivo thiuu s ‘tuctinis-.-. sicscriM;..; the i f the 

Asiatic, and so’m.nujcs applyin,: to ttutes the cpi:h_t of rii*^y,:i.in. The 
names of certain iio'truuicnts, f,u. h as tho /.i '- ' *. and v'thcr^ likewise, arc 
taken fruin n.irh.irotis ” This n -b a i f '‘tral'o is pos^iMy the tabl'.i^ 

the small tal'or of India. If Slraho toi*k his urthojfraphy fivun the I'ershui 
or Arahic, a single iHiint would cow»titulc the dillcrcnee between the A' 

(^) and the T (o). 
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bols ; and it was reserved for the Italians to add a seventli. 
Guido Aretine, a monk in the thirteenth century, has the 
credit of this. I, however, behove the Hindus niunbciud 
theirs fiom the heavenly bodies— the Sun, Moon, Mercuiy, 
Venus, Mars, Jupiter, Saturn, — hence thej’ had the regular 
octave, with its semitones : and as, in the pniriency of their 
fancy, they converted the ascending and descending notes 
into grahas^ or planetary bodies, so they may Lave added 
them to the hamionious numbers, and produced the no-raginif 
their nine modes of niTisic * Could wc affirm that the hymns 
composed anil stt to music by Jydeva, nearly three thousiind 
years ago. and .still chaunted in honor of the Apollo of 
Vrij, hud been handed down with the sentiment.s of those 
mystjc conipo.siti('ns ( and Sir W. dimes sanctions the idea,) 
we .should say, from their simplicity, that the musicians of 
that age Lad only the diat‘»nic scale ; but we have every 
rea.son to believe, from the very elaborate character of their 
written music, which is painful and discordant to the ear 
from its minutene.9s of sub-divi.siou, that they had also the 
chromatic scale, said to have been invented by Timotheus 
in tlie time of Alexander, who might Ijave carried it from 

• An :i: •:!it >■*. li.c ftato <»f rnnvic:U »;cicnce the IlinJun of 

early uj. i a r t>etwc'CH It uirl that of JCurojH?, yet ft iloiil* 

fleratum iii Fr *«j what wc ftlrc;i(ly kii«.tw the 

ft apr-o irfi t'. have uttaijiC- 1 u ih*: I>rcciiii *n yet inAiiowu U» Europe, 

an ] th.it, at .a periw i wjjen eveii (Jreijc-c w,u* little removed ft-uju burljArlvm. 
Ti^c in5si>:r.\ti ;iif of the Wdff of the Cmt w ere all set to rim^io ; amt the 
children of the most fywcrful j>ot-entaicf» iKinif tho ej i^iMich of the ^r«iit 
eph p of Valii.ika and Vyafta, There i« a (iii»tJng^uUh&<.l uicmljer of Uie Ikrynl 
A*i»rij .S.*M‘:ty, and pcrh-iirf the only one, who c- uld fJl up thU Am/u« 

.Mi l wt !!.ay hoi»e that the Iclfure Wid in< linatiou of the llon'tjlo 

Sii (i OaH<!y will tenijd him P. cnl^'htvn u« t*ii thin moet iiiUr«ta**f 
}>oinr. 
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the banks of the Indus* In the mystic dance, the Ras-man* 
dala, yet imitated on the annual festival sacred to the sun — 
god Hcri, he is represented with a radiant crown in a dancing 
attitude, playing on the dute to the nymphs encircling him, 
each holding a musical instrument : — 

In Bong and dance abont the flacred bill ; 

” Myntical dance, wblch yonder starrj' s|>hcre 
** Of planets, and of fixed, in all her wheels 
** Rescnjblcfl ncarcflt, maxes Intricate, 

** Ecccntrick, iutcrvolvcd, yet rc^^nlar 
“ Then most, when most irregular they seem ; 

“ And in their motions harmony divine 
“ So smooths her charming t jucs, the (•••mI's own ear 
“Listens delighcd.” 

Milton, Book T, 


These nymphs are also called the no r tglniy fr(tui a 

mode of song over which each presides, and no-run t^ or ‘ nine 
piissions,’ excited by the powers of harnionr. May we not 
iu this trace the origin of Ap«*llo and tlie sacred nine ? In 
the manner described above, the t as-hujufial is typical of 
the zodiacal phenomena ; and in each sign a musical nymph 
is sculptured in alto-relievo, in the vaulted temple dedicated 
to the god,* or in .secular- edifices by way of ornament, as 
in the triumphal column of Cheetore. 


Ft'om Annals and Atiqniiies of Rajast'han, Yd /, 
page 543 to 544. 

This mystic dance, the ras-mandal, appears analogous to 
the Pyhrric dance, or the ^/itVe-dance of the Egyptians. The 

* l bavo often been struck with a cbaractoristio an.'Uogy in tho 8oulp> 
tures of the most niicieut S;ixon C'athcilrata in FlngUnd and on tho Conti- 
nent, to Kanya and tho Doth may l>o intended to roproj^ent divine 

harmony. Did the Anl atui Jite of Scandinavia, tho auccators of tho 
Saxons, bring them from Asia f 
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movements of those who personate the deity and his fair 
companions are full of grace, and the dialogue is replete with 
harmony,* The Chobisf of Mat’hiira and Vindravuna have 
considerable I'epiitation as vocalists ; and tlie effect of the 
modulated and deep tones of the adult blending with the 
clear treble of the juvenile performers, while the time is 
marked by the cymbal or the soothing monotony of the 
tabor, accomiianied occasionally by the wfirali or flute, is 
very pleasing. 

/Vowi A?ifta/s and Antiquities of Rajas fhan, VoL /, 
pafjc (U8 to 049. 

Every chief has his band, vocal and instrumental : but 
Siiidia, some years sinco. carried :iw.iy the most celebrated 
vocalists 0<nhp(ir.r. The are all partial t‘* nuisic. 

The tuppa Is the favourite inea*-ure. Its ciiief character is 
plaintive simplicity ; and it is analogous to the Scotch, or 
perhap.s .siill more to the Norman, J 

•The aimivorA.'O'y <*f tliC* bfriii - f K o.iy » ctk-brritoU with Pi'lcieinur 
at Siiidij'.- <■ -r.rt, where thi: .iulh *r ii c<iT;c7i:ly witnv^-scl it, ilurinjf a ten 
yean-' rc-sj k-i.oe 

t The <*f K iiay.'i, pr -‘ aniy « • J fr»^in the eh ib i-ir rlu>» with 

irhich, on tht ul k-Kivrii, they th*.? < Kanvi, thvtyrnnt 

UKnn^er < .* <‘ri*-hi;!»k bi::h:.i/ht vh-*, iiUe Ih r -1, •»! th*- kK t‘f 

all thu y-*’;::.'- ■ i Vr:j, tJ.-vl i. T ' ij - ThcM. ej, .i.i,, ^rc 

Xijoht likely iht .svka AJi. i Ihe vhi^ " uw'ns r-t tho 

PiiTjjaab, Mi i .t:-'- ir iin;f t* %v ,r^hi|*|K:a Hrr •vie** {Urr\^rulf» 

(hief iff the rrt/'Vi f>! licri), Mi l iiriu.-.j v. it)j i The 

of IvHntta'ff caifUe by Koroc h-;ii<irea« e*f tbMr« T>ibtihL chitrch rniiitjKijta with 
thetr ' bihft c *vere i w jlh iror* ir well w.*rth 

1 The irfr: li^:* i, the very of Iii li i, livir.j; infiij(«acaf 

an fur jui the In l*u ftjel I he ro<trj!rief vmtervd by fta anrjfc ; and the 

peculiar TTiCrt^nrc If r>tmTn(Mt in th*' ]»refia abvwt ffel 

iirigin. I bnr* Hat<n)ed at Caen to the %1«la or lMirUy*g^«ly, Mil I amid 
bate fuicied in M^war. 
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Tlie Kana, tvLo is a great patron of the art, Las a small 
band of musicians, whose only instrument is the tkehnay or 
hautboy. They played their national tuppas with great taste 
and feeling ; and these strains, wafted from the lofty terrace 
of the palace in the silence of the night, produced a sensa- 
tion of delight not unmixed with pain, which its peculiarly 
mtlancholy character excites. The Rana Las .also a few flutes 
or flagc<*let playci's, who discourse most eloquent music. In- 
deed, we may enumerate this among the principal amusements 
of the Ihijpoots ; and although it would be deemed indecorous 
to be a performer, tlie science forms a part of education.* 

AVho that has marched in the stillness of night through 
the mountainous regituis of Central India, and heard the 
wander sound the from his turreted abode, perched 

like an eyrie on the mountuiii-t«*p, can ever f»rget its 
graduated inteTiNity of 8i>and. or the emphatic Ac.m hern/ 
‘iiH's Well.' which follows tin- lengthened bhist of the coruet 
reverberating in every recoss.-t* 

• r^'JjiJirks t-fla-hcp’, Ihc Ch -hosj, that Lo was *' roaster of tha 

art," iK-th voo.il iijstrmnout.tl. W holher Wits ovor com- 

ijii.'it iii'iy t>o d 'uhlcAi ; hut .vu red roii«*ie was a j»art c>l‘ early cducati- n with 
the sous t.f kinga. Hama :uid his bn-thers were cclebratt’il for the hurmo- 
Xiit'Us cxeeiitii'ii of e]*isode« iVviu the ^niiid c|*ie. the A'tf The sacred 
canticles ot -ly^icva were set to tunsie. and apparently by Lin»su’.f, and are 
yet sung hy the C'h"bis, The inhabilatits ef the vaiUius n>>)ni'>:ic cstahlish- 
roentfit ehaunt their udilrcsscs l«-» the deity ; and 1 have Usteiievl w:th dcli,.;ht 
to the iiiodulate l ea-ieiicos et* the Lcriuits, ^inijinii; the praises* i i rabdis* 
w.ira from tle^ir pinnaeled abiKie i»f Ab\*o, li w-'iiUl he iieusti^-O In tk’Uv'h 
incivientally nil the merits i<f tho minslrol nUeli, wh^ sings the w.uUka 
ro 111 poai Lions uf the aaered liardai of iiajast'ban. 

t Tho tocra^f is the solo instruroout of tho many of tho trumpet kind 
which is u t dissonant. Tho Kutah piinco has tho largest band, perhaps, in 
those countries ; instruments of all kiiids<*st ringed, wind, and percussion. 
Hut as it is funned hy rule, in which the sacred and shrill conch-shell takes 
precedence, it must bo allowed that it is any thing but hat inonious. 
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A species of biigpipe, so common to all the Celtic races t>f 
Europe, is not unknown to the Itajpoots. It is ciilleil the 
7nh.heJi\ but is only the rudiment of that instrument whose 
peculiar influence on the physical, through the iiionil agency 
of man, is described by our own master-bard. They have 
likewise the double flageolet ; but in the same ratio of i)er- 
fection to that of Europe as the mtshek to the heart-stirring 
pil>e of the north. As to their lutes, guitars, and all the 
varieties of tintibulants (as Or. Johnson would call them), 
it would fatigue without interesting the reader to enumerate 
them. 
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It is almost unnecessary to allude here to the two chief 
classes of men forming the i>opulation of the valley of 
Nepal ; but to save repetition, it may not be amias to men- 
tion, that the insti*umetit.s uudcrne.'ith enumerated arc 
common to the Xewars sind the Parbuttiahs, both dcNigua- 
tions being understood in the wivlest sense. This tUtYeretice, 
however, exi>ts, in the classes of each •tribe u.^ing thorn ; 
among Parbuttiahs none but the lowest castes ruruish 
professional musiciruis, and there are no amateurs of this 
science among the rude highlanders, who now rule Nepal, 
The Newars, on the contrary, are as a people, extremely fond 
of music, and many of the higher and middle castes practise 
it professionally, and indulge in it as amateurs. Their labors 
in the field are generally accompanied, and their weary return 
from it at certain seasons enlivened, by the plaintive strains 
of the rural flute {hansuli) as the sharper tones of the 
Afohalli (flageolet), and at marriages, births, feasts, fairs, and 
religious processions, a preceding band of mitsic, is au 

• The flKure* refer to models pre»cidcd hy Pr. CAmpbcH and depo^teil 
in Um MtiMiiKi.— K i». 
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indispensable portion of the sni.illest ceremony ; nor is it 
uncommon, on the festival day (of which the Newars have 
nearly UX) annually) to see a joyous jolly fellow, with his 
flageolet, or cymbals, as the case may be, trudging along 
towards the scene of rejoicing, piping a imtioiml air on the 
former, for hU own amusement and that of all passengejs. 
or drumming with the latter, in unison to his thoughtless 
but cheering whistle. 

As a general rule, however, profi-s-sional musicians, among 
the Newars, as with the Parbuttiah.s, are from among the 
lowest castes, KuUds and Kfisfdliahs^ from the majority from 
the former, Damah and ,^arhis from the latter. 

The instruments used by the people are os follows : 1 
exclude the imitations by the Goorkhas, of Ihitish ones, with 
which their military bands are furnished, the chief of which 
are the bagpipe, made and played on the Sarkir The flute, 
either English, or imitation of the flageolet, and a variety of 
horns, trumpets a?jd l)ugles. 

No. 1 . — Phfinga (Nevcari), is a trumpet-shaped instrument 
made of copper, about three-and-half feet long, two inches 
in diameter at its large extremity, and tapering grailually 
to the mouth-piece, where its bore is diminished to the 
diameter of Jth of an inch, it is formed of three pieces, the 
one fitting into the other is of very rude workmanship, and 
costs only about two Nepalese Rupees.'* Tlie length of this 
instrument, and its slender make, require some sup|)ort, 
when being used ; it is consequently furnished with three 
pieces of stick, which, when fitted into one another, form a 
rod of four feet in length to which the PhUnga is attachoil, 
by a bit of ribbon, at its expanded end, the rod crossing the 

* A Nepalese Rupee worth about 12 or 32) annae of Compatijr'a curreocy. 
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Inairumoni »t right aitglo. Th* hoWwf ^ oW**** 

iuil of the rod iu bia right band alawtaa tb# laartWBWtf* 
at pleasure, bringing it to the perperniicolaf »b« ««idi »• 
a crowd, but carrying it horiroiita!!/ under other eircaow* 
iaticea. The Phlnga excUiaiVi-ly to th* »w*r*, ti 

calleil by them, ** the niUHir il iiiatruiiiefit of the 

is playetl ou at every reltgioun cereiii<*ny iiihI at every feefinple, 
within the valley, when the Hetting .Htiii givea the /«/r 

the perfurraanco of tlie evening sacrifice. 

No. 2. — Tiic Mitfialli ( St irari)^ or Nepalese fl.tgwviet. la 
nnlcly cxccuttMl, ami fn.»in the most onhjiary uiatvri tN. lU 
mouth-piece in nothi?ig more than a bit f*f palm f.iltksl, 
and cut into a conveniout shape ! tin* hotly of the in>triiinent 
ia laade of two pit-i'es of .sal woo.), bt>uin} togr>ther i>y slips of 
Imnilu'i, and holloweil out lonojtutlinaliy, aptTUnvs (►r stops, 
ib in iiumbtu) being iuade f«»r the tingers to pl.iv on ; its 
trumpet or dilated extremity, is niude t>f copper, eradu.iliv 
increasing in caliiue. from the diameter of an inch to that 
of four inche.s at its open terniiiiatiou. 7'he cunplete ins- 
trument costs about two-aiul-a-lialf Nepalese Kupees. Th© 
Moh illi beltuigs exclusively to the Newars, and many person© 
of this tribe U3e it, who are not profe.ssional musieian.s. Its 
tones are sharper than those of the hansuH or common 
Iiidian flute, and the national tunes udaptetl to it are lively 
uiid pleasing, even to a British ear. To the Newars it seems 
to souml magically, for it lois the p«*\ver of inducing the 
}>oorcst and most fatigued laborers, to join in the dance, and 
it i.s the constant accoiiipaiiiiiieiit to theii* songs of merriment 
at feasts and woddhigs. 

No. 3.— The Singha <»r Sarshhjhn, the Nepalese horn. It is 
made entircl} of copper, is, \Uien put together, in the shai>e of 



288 


NOTES ON THE MUSICAL INSTRUMENTS. 


a cow’s horn, and about four feet long, is composed of four 
piecos, and tajn^rs gradually from its W’ider extremity, where 
its calibre is four inches in diameter, to the mouth*piece, 
where the bore is not more than a quarter of au inch across. 
The Singha is used exclusively by the lowest castes among 
the Parbuttiahs, and is in considerable demand among 
the lower castes of the plains of India. Its blast is loud, 
deep, but not musical, and its professors seem unable to 
mould its tones into anything like harmony. It is rudely 
manufactured, and costs about thiee-aud-a-half Nepalese 
Ibip'^es, 

No. 4. — The Xag-pheni or Turi, a Parhiittiah iustrument 
exclusively. It is only difterent from the last in being of a 
smaller size and having three vertical turns in its shaft, like 
a French-horn. Its noise, for music it scarce produces, is 
auythiiig but harmonious. It is nnulc of sheet copper, 
tinned over, and costs one Rupee eight annas. 

No. 5. — The iSansuli, ** or rural thile” of Sir \V. Joues. It 
is much more like the common English fife in it.s tones, and 
is identical with it in form; is u.sed by the Ne wars aiid 
Parhiittiah.s. 

No. (>.— The Saringi. This is the same os the instrument 
of that name used in Indii, and lepre.'^enu our European 
violin, ill so far lis it is stringed and scraped upon, with a 
horse-hair bow, but it is at best a iuis« rable instrument. In 
it i.s only played on by tlie lowe.st caste ]*ai Imltishs, 
and by begger boys, fioiii among whom 1 have not seen or 
heard of any Pagamiiis. The dancing girls, imported from 
Benares annually for the amusement of the durbar, hare their 
accompany i I ig fiddlers ; but these being foreiguera, are not 
alluded to here. 
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Xo. 7. — The Sitai\ or thiee-stringed guitar of lodioi in 
used by a very few persons in Nepal, whose proficiency is 
most wretched. Professors of this instrument from the plains 
of India find some encouragement from the Goorkhas,— at least 
an occasional performer of tolerable skill may be heard at 
their court. 

Ko. 8. — Cymbals of various size, from that of a tea-cup, 
to the dimensions of a wash-hand basin, are used by the 
Newars and Parbuttiahs, to the same extent as in Hindus- 
tan ; all religious ceremonies requiring music, all jattras, or 
processions of the Gods, as well as of marrying, and feasting 
mortals, are accompanied by the discordant noise of these 
untuned instruments. They are made of mixed metals, the 
chief of which is denominated PhoUa, and is composed of 
zinc, copper and tin, in various proportions, according to 
the tone intended for the cymbal. 

No. iK — MCtrulli of the Parbuttiahs, Beau^h of the Newars, 
is a small clarionet, about nine inches long, with eight stops, 
made of a single piece of bamba, the moutli-piece being 
formed by blocking up one end of the canal with a bit of wood, 
except a small slip through which the air is breathed. The 
tone of this instrument is sweet, and the all's played on it 
plea.siug and plaintive. It costs about eight aunas. 

No. 10. — Z)/io/ (Drum). The same as the Hindustani one, 
except in tlie gi-cater length of barrel, in one of the varieties. 

No. \ l,^Dholuck, diftors from the Dhol in having one end 
only covered with leather, and plavotl on, is used by the 
Parbuttiahs but not commonly ; a nortily similar drum is 
used by the Newars, and called by tliom tih/ti. 

No. 12.— Z?e/i (yewari), commonly called KrUhna-beh, is 
the pastoral iluto of that God (Kbisuna) so celebrated iu 
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BY 

JOHN DAVY, M. D., F. R. s. 


Almost every Singalese is, more or less, a poet j or, at 
least, can compose what they call poetry. Love is not tlieir 
great inspiring theme, but interest a young Kauclyaii does 
not indite a ditty to his mistress’s eye-brows ; the bearded 
chief is the favourite of his muse, to whom he sings his 
petition iu verse, whether it be to ask a favour, or beg an 
indulgence. All their poetry is sung or recited : they have 
seven tunes by which th<‘y arc modulated. Their most 
admired tune is called “ the Horse-trot from the restiu- 
blanco which it bear<« to the .sound of the trotting of a 
horse. 

Of their music, which is extremely simple, they are very 
fond, and prefer it greatly to ours, which, they say, they do 
not undcrstiuid. The whole amount of their tunes does not, 
1 believe, exceed the number already mentioned. 

Their most common instruments are those of which figures 
are given : — 

No. 1. — The llerrigodea, a kind of long drum, is made of 
jack- wood, covered with deer’s skiiij and beat with the hands. 

No. 2. — The Doula, made like the former, is beat at one 
end with a stick, and at the other with the hand. 

No. 3. — The Tam-a-tom, is beat with two sticks, the 
extremities of which are bent to form circles, and kept iu a 
state of tension. 
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No. 4.— The Udakea, is beat with the fingers. 

No. 5.—T}ie Tallea, made of brass, is beat with a stick. 

No. 6.— The Horanawa ; its mouth-piece is of talipot-leaf, 
its middle-piece of wood, and the other parts are of brass. 
The fusiform piece of wood attached, is to separate the bits 
of leaf forming the mouth-piece, and enlarge the orifice. 

No. 7.— The Venah, or Venavah, has two strings of 
dififerent kinds, one made of a species of fias, and the other 
of horse-hair, which is the material also of the string of the 
bow, which with bells attached to it, is used as a fiddle-stick. 
The hollow part of the instrument is half a cocoa-nut shell, 
polished, covered with the dried skin of a lizard, and per- 
forated below. 

All these instruments, with the exception of the Yenavah 
and Udakea, are very noisy, and are seldom used, excepting 
in temples and in processions. Each kind of drum has a 
different sound. The Horanawa, the Kandyan pipe, is 
extremely shrill, and its notes are not iiidike the Highland 
bagpipe. The Yenavah is rarely seen, excepting in the hand 
of some strolling lame or blind son of Apollo, who wanders 
about the country from house to house, amusing the villagers, 
and supporting hiuLself by his simple instrument. The 
Udakea is the favourite domestic instrument. It is usually 
beat during the recital of a poem, and is the general accom- 
paniment of the song. At night it is often to he heard in 
the houses of the Singalese, particularly of the iteiicr sort ; 
many of whom spend hours together listening to it, and arc 
in the habit of being lulled to sleep by it; for “nothing 
'^they say) is so tranquilising as sweet poetry, and the gentle 
Udakea.” 
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(JA VANESE.) 


BY 

CRAWFURD, Esq. 


MUSIC. 

After this account of the state of the medical art among 
the Indian islanders, I .shall proceed to describe their mxuic. 
Each trilie has its distinct national airs, but it is among the 
Javaue.se alono that music assumes the semblance of an art. 
These people have, indeed, carried it to a state of improve- 
ment, not only beyond their own progress in other arts, 
but much beytuid, I think, that of all other people in so laide 
a state of .society. This is mo^t remarkably «li>plijyed in the 
construction ami composition of their musical instzaiments 
and bands. Tlicse instruments are either iciud instruments, 
stringed instriimiuits, iiiNtrumcnts K>i pvrcuAAion. The two 
first are remarkabU rude, and it is only in the last that the 
|)erfectioii of Javanese music is to bo discovered. I shall 
offer the reader a short description of all these in succession, 
and afterwards proceed to give a description of their musical 
system. 

In doing this, 1 am happy to say, that my own deficiencies 
are supplied by the skill and learning of Dr. Crotch, the well- 
known author of tho ‘•Sjnjcimens of the varUais Styles of 
Music." 1 supplied this gentlemati with a variety of Javanese 
airs, taken down by my friend Mr. Scott of JavSi and he had 
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the advantage of inspecting the fine collection of musical 
instrumenis belonging to Sir Stamford RofiSes at the Duke of 
Somerset’s. On the subject of Javanese music he addressed 
a letter to me, the words of which I shall quote without 
alteration on every material point. 

Of the wind instruments the rudest and earliest is the 
Angklung. This instrument is confined to the mountaineers 
of Java, particularly those of the western end of the island. 
It consists of a number of tubes of bamboo cane, cut at the 
end like the barrels of an oi^n, and of graduated lengths so 
as to form a gamut or series of notes. The tubes are loosely 
placed in frames, so as to move when the frame is shaken > and 
the whole of its rude notes consists in nothing more than the 
vibration produced by this motion. A troop of forty or fifty 
mountaineers will be seen dancing in wild and grotesque 
attitudes, each individual playing upon an Angklung ^ himself 
and his instrument decked with feathers. Among the musi* 
cal instruments of the neighbouring island of Bali is a large 
wind instrument, in appearance like a German flute, but iu 
sound and the manner iu which it is blown more resembling a 
clarionet. It is about four feet in length, and five or six of 
them usually play in a band. The suling and $erdum are 
sorts of flutes or fifes in use among the Malay tribes, played 
alone, and never in a band. 

These, 1 think, are the only native wind instruments known 
to the Indian islander at present. The fife or flute they 
acquired from the Hindus, as its Sanskrit name hang$i points 
out. Trumpets they acquired from the Persians and 
Europeans^ as we learn from their names, naiiri and la/cm- 
pret. The iruni ia a kind of native baotboys or trumpet, 
which we read of in native romance, without ever soeing. 
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Of sttiDged instruments they have three, the ehdUmpttng, 
the trawangaa, and the rahah. The cJidlempung has from ten 
fifteen wire strings, and is played in the manner of a harp. 
The trawangsa is an instrument resembling a guitar, which is 
occasionally found among the Sandas or mountaineers of Java. 
This is the same sort of lute which we hear of among the 
Malays under the name of Kdchapi, The rahah^ an instru- 
ment borrowed from the Persians, is a small violin of two 
strings played with a bow, and producing perfect intonation. 
This is played by the leader of the band in a Javanese 
Orchestra, hut is wanting in the music of those tribes who 
have had little intercourse with the western nations of Asia. 
It is a handsome little instrument, made of ivory, with a 
front of parchment. 

The instrumente of percussion are numerous. The drum 
is a native instrument, and recognised by many different 
names, according to the dialects of the people. Besides the 
native varieties, they are indebted to the Arabs and Euro- 
peans for others. The native drum struck with the hand is a 
rude iusti'uuieut, and Dr. Crotch pronounces, upon a very 
good one in the collection of Sir Stamford Raffles, that, 
" the sound is feeble and unmusical.” 

Nest to the drum may be mentioned the well-known 
instrumeuts called gongs. The word, which is correctly writ- 
ten gwhgy is common to all the dialects of the Archipelago, 
and its source may be consideretl to be the vernacular langu- 
age of Java ; if, indeed, it was not originally borrowed from 
the Chinese. The goiig is a composition of oopper, zinc and 
tin, in proportions which have not been determined, some of 
tlism are of enormous sue, being oGoasionaliy from three to 
Ibur feet in diameter. They have a nob in the oentre, whioh is 
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struck with a mallet covered at top with cloth or elastic 
gum. They are usually suspended from a rich frame^ and 
the toue which they produce is the deepest and richest that 
can be imagined. Dr. Ciotch says of those he inspected, 
“ A pair of gongs was suspended from the centre of a most 
superb wooden stand richly carved, painted and gilt. The 
tone of these instruments exceeded in depth and quality any 
thing I had ever beard.” 

The next instrument of percussion to be mentioned may be 
described as a variety of small gongs, of which one is laid iu 
a wooden frame upon strings to support it. These, accord- 
ing to their varieties, are called by the names of Ketuk and 
KampuL 

A series of similar vessels or gongs, arranged iu a double 
row upon a woodeu frame, go under the name of Kromo and 
Bonang, “ The toue of this singular iustrument,” says Dr. 
Crotch, is at once powerful and sNveet, and its intonation 
clear and perfect.” 

The last class of instruments of x>^i'cussiou are the 
StaccadoSy in the Javanese language called Oambang, 
These are of greater variety than any of the rest. Tlie first I 
shall mention is the woodeu Stuccado, or (Jamba ng Kagu, 
This consists of a certain number of bars of a hard sonorous 
wood of graduated lengths, placed over a wocKleii trought or 
boat, and struck with a little hammer. This instrument is 
common throughout every pail of the Archipelago, paiticular- 
ly among (he Malay tribes, and is often played alone. The 
second kind of Staccado i csembles this, difl'ering fruiu it only 
in having the bars made of metal instead of wood. 

They each assume different names iu the copious lan- 
guage of Java, according to the number of bars, or notes, 
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or other modifications of their coiistructioti. The tone 
of the wooden Staccado is sweet, but not powerful ; 
that of the metallic one stronger. A modification of the lat- 
ter is known by the name of Gander. This consists of 
thin [dates, instead of bars of metal, supported by 
tightened cords, instead of re.sting on the sides of the wooden 
boat or trought ; below each bar, there is a bamboo lube to 
improve the sound. On the fabiication of all those instrii- 
lucnts, Dr. Crotch ohserve.s, after viewing those at the Duke 
of Somerset’s, that ho ‘‘ was astoni.shed and delighted with 
their ingenious fabrication, splendour, beauty and accurate 
intonation.” 

The instr^ients now de.«»cribed, according to their ar- 
rangement, the omis.siou of some instruments, or the 
iiisertiou of others, are divided into bauds or Orchestnis, 
pitched on the same scale in perfect unison, and each ap- 
propriated to some [mrticular description of music, or some 
particular occitsion. The wt)rJ Ganiulun^ which we so often 
hear in iiie moutlcs of the Javanese, ex^uesses these baiids 
or sets. There are no le.ss than sevtn of thorn. The first is 
called Mauffgang^ and is the simplest and most ancient. 
Some of the principal instruments mentioneil in the descrip- 
tion I have given are omitted in it ; it is played at public 
proces.*sious. The name of Gamahtn Kodak Sgoreky or the 
band resembling *• the croaking of frogs,” a name which it 
sometimes bears, was probably given to it from its want of 
harmony, after the Javune.se became aci|uainted with the 
more improved and [>erfect ones. 

The next band is the SCikndro^ the most perfect of all, 
whether for the number of instruments of which it consists, 
or the number of notes in each of this. The VeUig is like 
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ih« Sdhniro ; but some of the iuatrumento hare fewer notee, 
and all are larger and louder. The as its name im- 

plies, partakes of the nature of the Sdlendro and Pdag, 
These three bands are more particularly employed as 
aocompanimeuts in the different kinds of dramatic exhibi* 
tions. 

The Oamdlan Chore Bali, or band according to the fashion 
of Bali, omits the rdbab or violin, an instrument borrowed 
from the Mahomedans ; for which, I presume, are 8ul>stituted 
in the native country of it, the flutes or clarionets which 
I have described. In other re8|>ects it resembles the Sdlondro, 
and has the iustrumeuts as large and loud as those of the 
Felang. H 

The Sdkaton is only distinguished from the Pelttg by the 
still greater size aud louder sound of the iustrumeuts. This 
is played only before the monarch, aud on very solemn occa- 
sions, such as the great religious festivals. 

The Sntnen is the martial music of the country. In this 
band, as its uame implies, trumpets are introduced, or some 
wind instruments similar to them— >a complete baud of 
either kind will cost from two hundred to five hundred pounds 
Sterling. 

On the style and character of Javanese music, the fol- 
lowing are Dr. Crotch's vety intmstiug observsitons : 
** The iuatrumenUi," he observes, are all in the same kind 
of scale as that ]>roduoe<l by tbs black keys of the piano- 
forte ; tn which scale so many of the Scots and Irish, all 
the Chinese, and some of the East Indian and North 
American airt of the greatest antiquity ware oompossd. Tbs 
result of my examination ia a pretty strong o«>uvtcttoii that 
aU the real native music of Java, notwithstanding ornns 
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difficulties which it is unnecessary to particularize,^ is com- 
posed in a common enharmonic scale. The tunes which I 
have selected are all in simple common time. Some of 
the cadences remind us of Scots music for the bagpipe ; 
others in the minor key, have the fiat seventh instead 
of the leading note or sharp seventh— one of the indicar* 
tions of antiquity. In many of the airs the recurrence of 
the same passages is artful and ingenious. The irregu- 
larity of the rhythm or measure, and the reiteration of 
the same sound, are characteristic of oriental music. The 
melodies are in general wild, plaintive and interesting.'* 
It is almost unnecessary to add, that the Indian islanders are 
unacquainted with the art of writing music ; the tunes, of 
which there are a great variety, are handed down from 
memory. 

In the plates accompanying this work will be found the 
scales or gamuts of the principal instruments of percussion, 
with five Javanese tunes, and one Malay air, selected by 
Dr. Crotch, to which are added, by himself, the b cs and 
chords. 

DANCING. 

The love of dancing, in a variety of shapes, is a favomrite 
passion of tlie ludiau islanders. It is somewhat more, indeed, 
than an amusement, often mingling itself with the more 
serious business of life. Dancing, as practised by them, is 
neither the art, as it exists among the savages of America, 
nor among the Hindus and Mabomedans of Western India. 

• The dlAcuUlei here alluded to are. In our present state of Informatloii, 
beUevtd to be the eoBsequenee of some errors wblob bad fband tbelr waj 
into the original taanusoript^ralihed to Dr. Or etch. 
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Like the latter, they have professed dancing women, who 
exhibit for hire ; but like the former, they occasionally dance 
themselves, and in public processions, and even more serious 
occasions, dancing forms a portion of the solemnities. 

Whatever be the occasion in which dancing is exhibited, 
•it is always grave, stately ainl slow, never gay nor animated. 
As ill all Asiatic dancing, it is not the legs but the body, and 
especially the arms, down to the very fingers, that are em- 
ployed. Dexterity, agility or liveliness, are never attempted. 
To the gravity and scdeiniiity which behnig to the inhabitants 
of a warm climate, any display of agility would apj^ear as 
indecorous, as their stately and sluggish minuet dancing 
appears insupportably tiresome to our more volatile aud 
lively tempers. 

The dancing of the Indian islamiers may be considered as 
of three kinds,— their serious dances on public occasions, 
the private dances of individuals at festivities, and the ex- 
hibitions of professed dancei’s. 

Of the first kind are the war dances of tJie people of Ce- 
lebes. If a warrior throws out a defiance to his enemy, it is 
done in a dance in which he brandishes his S2>ear and kris, 
pronouncing an emphatic challenge. If a native of the samo 
country runs a muck, ten to one but he braves death in a 
dai»cing posture. When they swear eternal hatred to their 
enemies, or fidelity to their friends, tho solemnity is accom- 
panied by a dance. Tljere is a good deal more vivacity on 
these occasions than I ever saw exhibited on any other of 
the same kind. 

All orders executed in the presence of a Javanese monarch, 
on public occasions, are accompanied by a dance. When a 
message is to be conveyed to the royal ear, the messenger 
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advances \7ith a solemn dance, and retreats in the same 
'iva3% The ambassadors from one native prince in Java 
to another follow the same course when coming into and 
retiring from the presence of the sovereign to whom they 
are deputed. When the persons whoso business it is to let 
the tiger loose from his cage into the hollow square of spear- 
men, as above mentioned, have performed their duty, and 
received the royal nod to retire, an occasion, one would think, 
w’hen dancing might be spared, they do so in a slow dance 
and solemn strut, with some risk of being devoured by the 
tiger in the midst of their performance. 

Previous to the introduction of the Mahomedan religion, 
it appears to have been the custom of all the oriental islanders, 
for the men of rank, at their public festivities, when heated 
with wine, to dance. Upon such occasions, the exhibition 
appears to have been a kind of war dance. The dancer drew 
his kris, and went through all the evolutions of a mock fight. 
At present the practice is most common among the Javanese, 
with every chief of whom dancing, fiir from being considered 
scandalous, as among the people of Western India, is held to 
be a necessary accomplishment.* Respectable women never 


* In Dampicr’s time, and I suppose to the presout day, the pet^plo of 
Mindanao foUowcd the same practioe. “ It was not long before the general 
caused his dancing women to cuter the room, and divert the conii^iny with 
that pastime. 1 had forgot tt» tell yow, that they have none but vocal mnsic 
boro by what 1 could loam, except onlj* a row of a kind of IhjIU without 
clapi>crs, sixteen in number, and their weight increasing gradually from 
about three to ton pound weight. These were set in a row, on a table in the 
general's house, where, for seven or eight ihiys together, before the circum- 
cision day, they were struck, each with a little stick, for the biggest part 
of the day making a great noise, and they cc;isod that morning. So these 
dancing women sung thomsolvos, and danced to their own music. After 

M-I 
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joiu iu it; and with that sex, dancing is confined to those 
whose profession it is. In the most crowded circle of 
strangers, a Javanese chief will exhibit iu the mazes of the 
dance with an ordinary dancing girl, or, in other words, with 
a common prostitute. I have often seen the sultan of Madura, 
a most amiable and respectable prince, iu this situation. The 
dance at such time is nothing more than the slow and solemn 
pacing exhibited on other occasions. 

The professed dancers ditier little but in inferiority of 
skill, from the common dancing girls of Hindustan. Those 
who have been often disgusted with the latter, will find still 
less to interest them in the former. The music to which the 
dancing is performed is, indeed, generally incomparably 
better than that of Western Indio, although the vocal part 
of it is equally harsh aud dissoaaut. Now and tlicu a single 
voice of great tenderness and melody may l>e found, but 
w'henever an eflort is made at raising it for the accommoda- 
tion of au audience, it becomes harsh aud unmusical. The 
songs sung on such occasions are often nothing more than 
unpremeditated eflUsions, but among the Javanese, whom 
1 am now more particuUrljr alluding, there arc some nation- 
al ballads, that might l>ear a cornparis*ju with the boasteti 
Oi'les of the Persian minstrels. 


thit ibc geucraTs women, the suliait’it un<l ni^^ecti, U;incol. 

Tv,o of the eulUn B biocc« were about 1? or li* yt:ir» ojd the other two were 
three or four years y Theno youn;^ were very richly dresecsl. 

with looec gfArments of «iJk, and tmo!! c^>runcU on their heed*. They were 
much fairer than any women I did ever eco there, and very well featured . 
Mid their none*, though but jun-Atl. yet higherr thoii the other and 

very well firofionioned*'— Vol. I, p. J42. 
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The singular fact of the sovereign having, among the Java- 
nese, the mo.st beautiful and admired of his concubines in- 
structed to dance, and their exhibiting their performance iu 
public, accords with what I have stated respecting the condi- 
tion of women among the Indian islanders.* 


• {'.•ninvjUorc neauliuu'H fice-jtnit of a Uanec cxLiV>ited before the Kin^f 
of Arhin in somewhat i*c(*nliar, t>«it very charactorijjtic Then came 
liftcoi» or twentj' women, who ranged themselves by the wiill side, and each 
t-f them having little drums in their ha;i Js, sung thuir king’s con<it»ests, 
making their vuiocs an«wcr the drums. After that there came in, at a little 
d.ior, twti little girls, very otldly dressed, btit very handsome, and whiter 
th in any I ever saw in so hot a country. Tpon their head they had a sort 
of hat, made of spangles t»f g-dd, whi- h glittere I mightily, together with a 
plurj'.c n))out ft f.'.d ajul a half high, made <<f the same spangles. This bat 
hung down upon «ine cir. They hi.l large e.ir-pcndatitr> of .sj.angles of 
gi'M, hanging down to their shoiil Krs. Their neck w.vs covered with ne k* 
I’lcc-s <’f gold, and upon their ^hou^der^ was a .sort f j icket i f g d 1, curi u-Iy 
ingravcn, under ivhich w.wa .‘■hift, i»r waistcoat ' f cloth of g-d. I, with rt I 
silic, covering their l.<rcust, and a very bn/.i 1 girdle, in.ode o! g dd spangle.s. 
Their girdle wa,* tied above the Launches, from which there hung a cloth of 
g<dd, with strjught breeches un Icrncath, wLioh wort likewise made of cloth 
of gold, ;uid did Uut p.iss the knees, where several bells of gold hung 
them. 

“Their urm.s and logs wore naked, but, from the wrist to the elbow, were 
adorned with bracelets of gold and jewels, as well ;V5 from the ancle to the 
call of their leg. At their girdle each of thetn had a sword, the hilts and 
sc. 4 bbai\ls of which were covere I with jewels ; and in their h:mds a large 
fan of gold, with several little bel).s aKmt it. They advanced upon the 
esrpet with a pndouml gravity, an\l, falling upon their knees before the 
king, Biduted him, by joining their hand-*, and lifting them up to their 
head ; then they began to chmee, with one knee upon the ground, making 
several motions with their body and arms ; after that they daixccd upright, 
with a great deal of agility and ea^leueo, Hoiuetimes putting their hands 
to their swords, nuothor timo making us if they shut a bow, and sometimes 
.iii if they hud a shiedd and h auger iu their hands. This lasted about half 
an hour, after which they kneeled before the king, and, in luy opinion* 
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were prctt.v wfiU tired, for oedi of thtm hiul ebore ibrty pouadi welglil of 
gold upon her. Hoirctor^ they deneed with e very got'd fince, end If our 
Frcncli dAndog-maitcni hftd teen them, they would heve owned their 
performance not to have been whet we account biurbarou«.**-^ll<imi'i 
im (\f VoL 1» p. 732. 
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MUSICAL INSTRUMENTS. 

Indian Musical Instruments are remarkable for the beauty 
and variety of their forms, which the ancient sculptures and 
paintings at A janta shew have remained unchanged for the 
last two thousand years. The harp, change is identical in 
shape with the Assyrian harp represented on the Kineveh 
sculptures, and the Vina is of equal antiquity. The Hindus 
claim to have invented the fiddle bow. At Kalka. in the 
Ambala District of the Pan jab, the Jew’s harp” Mu~chang 
[“ mouth-harp”], is made at certain seasons of festivity and 
sold by hundreds. Musical Instruments are made in most 
of the large towns and cities, and those of Srinagar [Cash- 
mere] and Delhi in the Panjab, of Murshedabad in Bengal, 
and of Tamkur in Mysore, are specially prized, d l:ey are also 
made of marked excellence at Parasliram and Malwan, both 
ill the Ratuagiri Collectorate of the Bombay Presidency. 
Delhi, Bareilly and Channapatna in Mysore are noted for 
the manufacture of wdre for musical instruments. The Conch 
shell used in India as a wind instrument is often beautifully 
mounted in silver and gold. It is llie Turbinella rapa of 
naturalists, and all that is required to make it sonorous is to 
drill a hole through its base. When blown into, the wind 
passing through the different whorls, produces a loud, sharp, 
and piercing sound, which is heard far and wide, and hence 
its great csteen as a war trumpet. It is used in religious 
services to call the attention of the gods to their worship- 
pers ; and also at the conclusion of certain ceremonies. The 
Conch shell used for pouring water on the gods is a smaller 
one, the Mazzarapa of naturalists. Both these species, and a 
third, the Voluta gravis, are used in the manufacture of the 
bracelets of Dacca. 
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“ On the Hindu division of the Octave, with some addi- 
tions to the theory of systems of the higher orders.”* By 
B. II. M. Bosauquet, Fellow of St. John’s College, Oxford. 
Communicated by Prof. Henry J. S. Smith, f. r. s., Savilian 
Professor of Geometry in the University of Oxford. Re- 
ceived January 5th, 1877. Read 8th February.! 

My attention has been recently drawn to some publications 
which appear to afford tnistworthy information concerning 
the musical intervals in u.se among the IIiudus.t In parti- 
cular it appears that the foundation of their system is a 
division of the Octave into 22 intervals, which are called 
S'rutis. I propose to di.scuss this system in the light of the 
theory formerly communicated to the Royal Society ; and 
as it is one of what I have called the higher systems, and 
the theory of such systems has not been sufficiently deve- 
loped, 1 take the opportunity of adding what is necessary for 
the classification, discussion and practical treatment of the 
principal systems of this character. 

Some light may bo thrown on the object of the paper 
by the following quotation from the work of Fetis before 
referred to. After an exhaustive treatment of the various 
accessible scale.s, tunes, Ac., from the artistic point of view, 
he Slims up in the following words : — 

“ Dailleurs, pour 6tablir d’uiie raaniere certaine letat 
veritable do la mmsiquo indienne de no.s jours, il faudrait 


• Somotfino liftor th.' p.ipor w.w re.-i-l, the author’s attention was called 
to M. Fotls’s work, a loforctu-e to which b em>)odicd in the paper. 

t ^00 Proc Roy Soo., Vol XXV, p. MO. 

t “ Hindu music, from various authors,*’ Part I, S. M. Taffore, President, 
Boiigiil Music School, Ac , Fetis, Uistoirti.GOudiolo do lu Musiquovul. 
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qu’elle eOt <3t^ dtudi^e sur les lieuz par uu musician pos- 
sidant une connaissauce complete derart et de la science, 
ce qui u’a pas eu lieu Jusqu'an Jaurd’ hui. Cette 6tude 
ezigerait, pour etre bien faite, non seulementle savoir 
tecliuique, mats uu esprit observateur degag(^ de tout systdme 
pr6coucu. Dans ces conditions seulement, on parviendrait 
d determiner avec ezactitude la nature de la toualitd des 
chants de V Inde moderne, ce que n’ont fait ni Fowke, ui 
W. Ouseley, ni Willard, ni mCme W. Jones; car leura appre- 
ciation d cc sujet n*ont pas la rigoureuse precision qu6 est 
indispensable dans les rechercbes de ce genre” 

The point of the present pai^er, so far as it relates to 
Hindu music, is, that until we have a general means of 
producing and controlling such systems as are likely to be 
met with on instruments with hsed tones (e. g.^ the har- 
monium) and of thus comparing such systems with actual 
facts, we can have no certainty as to the results, at least in 
the present state of musical education. 

Fetis employs the principle of the comparison of inter- 
vals with equal temperament .semitones, which is the basis 
of the writer’s methods j but he uses it only for the puri>nsc 
of speculating on the connezion between the Hindu system 
of 22, and a division of the Octave into 24, or of each semi- 
tone into two equal parts, a comparison by which nothing 
appears to be gained.*' The use of method for instituting 
comparisons with |>erfect consonances has escaped him. 
And yet it appears (Fetis, Vol. II, p. 27t^) that the \'iua (the 
historic instrument of Indian music) is tuned by concords, 
forming a complete major chord on the oi>en strings. This 

• rroc. Uoy. Hoc , ivTS, Vol. XXlll. p. ** An £Icm«iUr>* XrcikUM 

ou Uuhicil latervalk taut Temperameat" (MacmiUan, ItTvJ 
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is enough of itself to suggest the necessity of an inquiry into 
the relations between the system of 22 and perfect concords. 

The Hindu scale has several forms ; that which is described 
by most of the writers, and seems accepted as fundamental, 
IS represented commonly as follows, S'rutis being such that 
22 of them make an Octave 


S'rutis, 

Hindu names. 

European names. 

4 

( Sa 

C 


t Ri 

D 

3 

( Ga 

F 

2 

/Ma 

F 


IPa 

G 

4 

f Dha 

A 

3 

r‘ 

rs.i 

B 

2 

C • 


The above scale is called the Shadja Gr&ma. 

Another form called Madhyama GiAma is precisely similar 
to the above, except that the intervals Pa Dha and Dha J\'i 


are inverted ; 

so that we have 


3 

rr« 

G 

(.Dha 

A 

4 

{K, 

B 


There is a third principal form, the constitution of which 
appoiirs uncertain, but the two above given are suggestive, 
and are enough to make clear to us the general nature of the 
arraugemeut. 


o— i 
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In fact, if we suppose for a moment that the fifths and 
thirds of this scale are perfect, which is not eiactlj true, 
we see that the first form, Shadja Ordma^ is the form we 
should give to the scale in just intonation, when we wish 
to retain tlie ordinary second of the key, and raise the 
sixth of the key, so as to form a good fifth with the second 
( e. ff.y in the key of C we should raise a to a so as to get 
the good fifth, d-a.) The other form, Madhyama Grdma, 
corresponds to the diatonic scale as ordinarily given. 

Are the &nitis all equal in value ? The native writers say 
nothing about this, but the European ones for the most pcirt 
suggest that they are not. For instance, an English reviewer 
recently wrote, ** A S'ruti is a quarter tone or a third of 
a tone according to its position in the scale.’* This appears 
to be a misapprehension arising from the modern idea that 
each interval of a tone in the scale is necessarily the same. 
But the language in which the different forms of the scale 
is described distinctly indicates that a note rises or fulls 
when it gains or loses a S'ruti ; consequently we may infer 
that the S'rutis are intended to be equal in a general sort of 
way, probably without any veiy great precision. 

We shall now show that the fiAhs and thirds, produced by 
a division of the Octave into 22 equal intervals, do not deviate 
very widely from the exact intervals, which are the founda- 
tion of the diatonic scale. 

For this purpose we shall only need to recall the values of 
the perfect fifth and third in terms of equal temperament 
semitones of 22 to the Octave. A simple calculation will 
give us the values of the corresponding ixitervals of the 
system. 
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The perfect fifth is 7*01955 semitones, 
or 7^ nearly. 

The perfect third is 4— *13686 semitones, 
or nearly. 

To find the interval in semitones made by x units of the 
system of 22, we hare 

iJ X or A ar 

Hence we obtain the following values : — 

System of 22. 

No. of Interval in Exact interval 

Intervals. units. semitones. in semitone-s. 

Major third ... 7 3 8182 3 8631 

Fifth 13 7*0909 70195 

Hence the fifth of the system of 22 is sharp by about *07, 
or ^ of a comma very nearly. 

The major third is flat by 045, or 4 of a comma nearly. 

(Comma of *21506.) 

The system of 22 possesses, then, remarkable properties ; 
it has both fifths and thirds considerably better than any 
other cyclical system having so low a number of notes. The 
only objection, as far as the concords go, to its practical 
employment for our own purposes lies in the fifths ; these 
lie just beyond the limit of what is tolerable in the case 
of instruments with continuous tones. (The mean tone 
system is regarded as the extreme limit ; this has fifths | 
of a comma flat.) For the purposes of the Hindus, where 
no stress is laid on the harmony, the system is already so 
peifect that improvement could hardly be expected. 

It is thus wrong to suppose that the system of 22 would 
noed much tempering to bring its concords into tune. These 
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are probably quite as accurate as rough aud poorly toned 
instruments admit of. 

But although the consonance error of fifth and third is 
small, it is far otherwise with the deviations of the other 
intervals of the scale from the values to which Europeans 
are accustomed. 

System of 22. 


InUrval. 

Difference of. 

VniU. 

Interval. 

Exact Interval. 

Fourth 

. Fifth and Octave 

S 

4*S0dl 

4*9805 

Major tone 

. Fourth and fifth 

4 

21818 

2.0391 

Minor tone 

. Third and major tone 

3 

1*6363 

1-8*240 

Major semitone 

. Third and fourth 

3 

1-0009 

1 1174 

Minor third 

. Fifth aud third 

6 

3*2727 

3*1564 

Minor semitone . 

. Major third and minor 

1 

*5404 

•7067 


tliird. 


In regarding these numbers we must i*emember that, as far 
as European musicians are concerned, the deviation from 
equal temperament is the most important thing in a melodic 
point of view ; and this is expressed in every case by the 
notation adopted for the intervals. Intervals which deviate 
widely from equal temperament sound out of tune to the 
European ear ; and, as harmony is not employed, the justifica- 
tion which derivation from perfect concords is felt to give in 
harmony has no opportunity of asserting itself. 

The ouly method by which it will be possible to make 
reliable investigations on the intervals practically used in 
India will be to provide some instruments suitable for mani- 
pulating the system of 22 divisions in the Octave, aud then 
to compare its inten'als with those given by the Indian 
musicians. It will thus be possible to find out what is the 
extent of the tempering, if any, which they employ. The 
education of the European car is as yet so imperfect that 
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no reliance can be placed on estimations of intervals, other 
than integral numbers of equal temperament semitones, if 
made by ear only, even with skilled musicians. The habit 
of estimating fractions of intervals numerically by ear is 
completely uncultivated among us ; and the value to be set 
on the dicta of casual European observers is in consequence 
little or nothing. 

I shall presently indicate the mode iu wjiicli the principles 
of the generalised key-board permit us to construct an ins- 
trument that will deal practically with this system of 22, 
and exhibit in a graphical manner the singular laws of 
harmony to which its notes are subject. 

Theoby of THE Higher Systems. 

Let us recall what is meant by the order of a system. 

(The letters £. T., are used as an abbreviation for equal 
temperament.’’) 

The £• T., fifth is 7 semitones ; the Octave is 12 semitones. 

12 E, T., fifths =*7 octaves = 84 semitones. 

The perfect fifth, on the other hand, is (very nearly) 7 ^ ; 
so that 12 perfect fifths = 84 

And in other systems there is always a small difference 
between 12 fifths and 7 Octaves. Now the simplest way in 
which this can be treated is to make this small difference 
the unit of the system. When this is done the system is 
said to be of the first order. 

But sometimes this small difference is more than one unit : 
if it is divided into two units, we say that the system is of 
the second order ; if into throe, of the third, and so on. 
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The forms of arrangement into scales and laws connecting 
the harmony of fifths and thirds depend primarily upon the 
orders of systems. 

Beferring back for the details of the investigation to my 
previous communication already cited, I recall only that the 
systems of each order proceed by differences of 12, and that 
for the first three orders they are as follows 

Order • 


1. 

17 

29 

41 

53 

2. 

22 

34 

. . 

118 

3. 

15 

27 

39 

, , 


The accompanying illustration (Diagram I.) will make clear 
what is meant by saying that the system of 22 is a system 
of the second order. The numbers are the characteristic 
numbers of the system ; they are arranged in order of 
fifths, i. e.f they proceed by differences of 13, 22, being always 
cast out. The departure of the sharp fifths from £. T. is 
represented by displacement in a vertical direction. 

Then the circle of 12 fifths has its terminal points 2 units 
apart. 

Similarly in systems of the rth order, the circle of 12-fifths 
has its terminal points r units apart. 

In the illusti*atiou we see how the notes may be introduced 
which form the intervals intermediate between the terminal 
points, thus the note 1 is introduced midway between 0 
and 2. 
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C 

2 


1 


Diagram T. 

Characteristic numbers of system of 22 in order of fifths. 
g d a e b f# c# g# eb. It f 


11 


20 


16 


12 


21 


0 

2 


1 


17 

4 

13 - 

0 * 0 

Formation of Thibds. 

Thirds may be formed either by the notes of the circle of 
fifths with which we start, or by the notes of another circle 
any number of unites above or more generally below the first. 

In the system of 22 we have seen that the third is 7 units. 
Looking at the circle of fifths, the third by 4 fifths up is 8 
units. We may form the third to any note therefore by 
ascending through 4 fifths of the series and then descending 
one unit > i. e., the third is formed in the circle of fifths, one 
unit below that which contains the fundamental. 

This mode of formation has not been previously considered. 
It leads to the following observation, which is important in 
the practical employment of the system : — 

Modulation through a third, in systems of this character, 
cannot be generally treated as equivalent to modulation 
through any number of fifths. 

We proceed to a further classification of the higher sys- 
tems, based on this property. 



328 ON THE HINDU DIVISION OF THE OCT A VH, &C, 

By definition, the interval between the two ends of the 
circle of fifths is r units. Let r circles of fifths be placed in 
juxta-position, so that corresponding pairs of notes are all 
one unit apart, and consider the third formed with the start- 
ing point of the uppermost series. 

Then we shall define a system as being of class x, when 
the third lies in the xth series below the upper one. 

In the system of 22, the third (7) to c (0) lies one series 
below that in which c is, so that we may define the pro|>er- 
ties of the system of 22 by saying that it is of order 2 and 
class 1. 

The simplest systems of higher orders ai*c those which 
form their thirds ^ either by 4 fifths up or 8 fifths down 
in the same series ; those may be spoken of as of order r 
class 0, and order r class r respectively. Both have been con- 
sidered in my paper already referred to. 

I proceed to indicate shortly the general expressions by 
means of which systems can be discussed. 

The departure of the third formed by 4 fifths up is 

4 ^. 

n 

In a system of cla.ss x, the third is x units lower, and its 

departure is 4’!— ^ -4 (0 

n * n n 

And this has to be compared with the departure of the 
perfect tbird, =-*13686 

“ nearly. 

So that for a determination of the class of any system n 
of the rth order, we have the approximate condition. 

a*?— owij («•) 
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The form aloe (t) and (ii) are sufficient for any required 
discussion ; they present no difficulty, and I confine myself 
to a statement of a few of the principal results. 

The departure of the third of all systems of order 2, class 
1 is represented by 

— i. 

71 

The system of 34, of order 2, class 1, presents both fifths 
and thirds of exceptional excellence. This system may be of 
interest for modern purposes. 

Systems of the third order and first class have equal-tem- 
perament thirds ; for {t) vanishes when : or, more gene- 

3 

rally, a system has E. T,, thirds when the number of the 
% 

class is i that of the order. 

System of order r class x which make 3x — r, negative need 
not be considered, as their thirds are sharper than E- T. thirds 

In the third order, class 2, there is a good system of B7. 

In the fourth order, class 2, there is a good system of 5G. 

Neither of these arc likely to be of practical interest. 

Pbactical Applications. 

In the light of the foregoing investigation we see that the 
generalized key-board, as hitherto constructed, is of limited 
application ; it is capable of controlling only systems which 
form their thirds by either 4-fifths or 8-fifths down. 

The systems included by these conditions are all those of 
the first order, positive and negative, and all systems of any 
order of class o or class r. These embrace all that are likely 
to bo interesting with reference to European harmonious 
music, with the possible exception of the system of 34 above 
alluded to. 

P-i 
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The principles of the position on which the key-board is 
founded are, however, applicable to all higher systems ; and 
1 shall presently investigate its transformations. The key- 
board of the second order thus obtained will afford a means 
of controlling, in a convenient manner, systems of the first 
class in that order, and dealing with facility with either the 
Hindu system of 22, or the system of 34 above mentioned. 

But before proceeding to discuss these arrangements, it 
is desirable to provide the extension of our notation, which 
is necessary for dealing with systems of the rth order and 
classes other than r and o. 

Qenebalized Notation. 

The notation which I have hitherto employed has always 
assumed that the deviation, or departure, due to a circle of 
12-fifths is identical with one unit of the system employed. 

Thus C — 1C represented both the departure of 12-fifths 
and the smallest interval, or unit, of the system. 

In non-cyclioal systems, and in systems of the first order, 
this representation is consistent and satisfactory; but in 
systems of higher orders these two conceptions diverge. 
The departure of 12 fifths and the unit of the system can 
no longer be represented by the same symbol. 

The choice we will make is, that the symbol of elevation 
or depression shall represent primarily one unit of the sys- 
tem. Thus c— /c will always represent the unit, but will 
only represent the departure of 12 fifths in systems of the 
first order. 

(7—/ jc will be the departure of twelve-fifths in systems of 
the second order ; e— ' / jc in systems of the third order, 
and so on. 
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It follows that, in a contiimoiis series of fiftbs, at the point 
where two consecutive series of the notation join, the diffe- 
rence of the marks, on the two notes which constitute the 
joining fifth, wiil be r. 

Thus the following are hfths whicli join the unmarked series 
to that next above it 

In the 1st order, »-//#. 

2iid „ b-lifjf, 

3rd „ J-////4? 

and so on. 

AVe now require only to find the thirds. Introducing the 
conditions that the system be of class x, we find the third 
as follows -.—Pass up four steps in the series of fifths, and 
then X units down. 

Example.— Order 2, Class 1, 

Third to C : 

4 Steps up give c, 

1 Unit down e, which is the required third. 

Third to C : 

4 Steps up give jdfj 

1 Unit down /d$, which is the third. 

AVhence, in order 2, class I, b, e, a, d (letters of the memo- 
ria — techuica word) form thirds by one mark up, and all re- 
maining notes by one mark down. 

Similarly, in a system of order r clsss x, 6, e, a, d form 
thirds with r x marks up, and all the remaining notes with 
X marks down. 

Transformations of the generalized Keg-board, 

It is only necessary to require, in the construction of the 
genomlized key-board, that all the keys shall equally fit all 
the bearings to render it possible to produce any required 
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position system vith a sufficient number of the ordinary 
keys. This requirement has always been attended to in the 
plans for the sake of simplification ; though the important 
results which fiow from it were not originally foreseen. But 
it is found that unless the attention of the maker is specially 
directed to the point, the nature of the finishing processes 
does not secure the result in question ; there is, however, 
no difficulty in securing it when it is desired. 

The distance of the end of the key on the plan (projection 
on a horizontal plane) from a line of reference drawn from 
right to left determines the fonn of the key completely. 

There are 12 such fundamental positions ; so that we 
may describe the pattern of any key completely as a func- 
tion of a series of numbers running from 1 to 12. After 
12 the same patter ns recur, with reference to a new standard 
line, such that the old 1 2 has the same position as the new o. 

The ordinary arrangement of a series of 12 fifths may be 
simply exhibited by writing under each note of the series 
the number of which its pattern is a function. 

Direct Key-board. 

€ g d a e b if$ jgf^ /rf# /aff // /c 

1234567 8 9 10 11 12 1 

Increase of the numbers denotes increased height as well 
as increased distance from the front ; so that according to 
this, the original arrangement, rise on the key-board corres- 
ponds to rise in the series of fifths. 

Inversion. 

Before the key-board was originaUy constructed, it became 
matter for investigation how far it would be advantageous 
to make rise in the series of fifths correspond to fall on the 
key- board and vice versa. 
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It is a question of manipulation ; the advantages are in 
some cases rather evenly balanced, and it is very desirable to 
examine this arrangement practically. 

The example of transformation will bear upon this 
problem : — 

It is possible to convert a generalized key-board of the 
“ direct arrangement’^ above described into an " inverted one” 
by re-arranging the keys. 

Inverted Ket-board. 

eg d a e h IM / «# If 1^ 

12 11 10 9 8 7 6 5 4 3 2 1 12 

To complete this transformation in an extremely practical 
manner, we have only to determine the condition that white 
and black notes shall remain the same. 

Looking at the key-boanl of an ordinary piano, which 
presents the same order of white and black, we see that, as 
far as colour is concerned, it is symmetrical about two points, 
d and a B. Portions of a key-board, therefore, which termi- 
nate in these points, or in points eqiii-di«tant on opposite 
sides from either, present when inverted from light to left, 
the same sequence of black and w’hite as before. 

The most convenient arrangement for this purpose con- 
sists of a compass of keys from c to e, any number of octaves 
included. 

When inverted, i. c., when the note on the extreme right 
is placed in the same row on the extreme left and so on, such 
an arrangement presents the same sequence of black and 
white as before. 

The € becomes a c and the sequence of patterns is that of 
an inverted series. 
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General transforfmtiun of the rtk order. 

Systems of the rtk oi*dcr were defined as those in which 
the ends of the circle of 12 fifths include r units of the sys- 
tem, Similarly the key-board of the rtk order may be defined 
as that which has r unit intervals (r — 1 notes) in the vertical 
line between the ends of a circle of 12-firths. 

It is easy to obtain the condition of arrangement in tlic 
general case. The difiercnce of level of the ends of the 
scries of 12-fifths, must amount to 12 steps by coui’so of 
fifths, and to r stejis by course of units. Con.sequently the 
whole clitference of level of the ends of the series of fifths 
must he made up of 12 r primary steps, or steps made h}" the 
patterns ; each step in course of fifths must he made up of 
r primary steps, and each step in course of units must he 
made up of 12 i>riinary steps.* In this manner, with a sufli- 
cient supply of notes of the 12 given patterns, a generalized 
key-hoard of any order can he at once arranged. 

Although system of any order can always be constructed 
in thi.s mannei', it will not generally be the C!l.^e that they 
can be played upon with facility— sim])Iy because the large 
space covered Ity related notes cannot he, in the general 
case, brought w’ithiii reach of the hand, lly any Hy.stem 
can be demonstrated in this manner. 

Key- DO. 4 RD OF THE SECOND ObDEH. 

The key-board of the second order furnishes results of some 
interest. It can be easily arranged according to the fore- 
going rules. The peculiarity in the result is, that peifor- 
inance on a complete system of the second order and first 
class, by means of it, is nearly as easy as performance on 
system of the first order by means of the key-board formerly 



. ON THE HINDU DIVISION OF THE OCTAVE, 4c. 335 

cousti*ucted. The problem of representation and performance 
is thus solved both of the Hindu system of 22, and for the 
system of 34, the interest of which has been already indi- 
cated. 

Diagram II. (p. 382) represents a portion of the key-board 
of the second order. 

C-— /e — g is a major triad, whence the major thirds are 
better situated for the finger than on the first order key-board 
with positive systems ; but the presence of continuous rows 
of keys in all twelve divisions is somewhat less advantageous 
than in that arrangement. 

C — /<?* — g is the minor triad. 

Ill the general transrormation of the rih order, transfor- 
mation with regard to colour (white or black) is not generally 
practicable. For the most general jiurpose it would be 
necessary to have a sufficient supply of keys of both colours 
for every pattern ; for any paiticular case the requirements 
are more limited. 

* Any common factor of r and 12 may be divided out, since it is only 
nccc.'jsary tb.'it the two classes of steps should be to each other as 12 ; r. 

Vol. XXVI. 
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The Hindoo Patriot of the 15th September last contain- 
ed a criticism on Ur. C. £. Clarke’s report on Hindu UusiCi 
embodied in a letter, dated the 17th May 1873, and addressed 
to the Director of Public Instruction. After an interval 
of about eight mouths Mr. Clarke thought fit to answer 
that criticism in an essay in the Calcutta Review^ and it 
gave rise to a learned and interesting controversy, in the 
columns of the Indian Observer^ between Mr. Aldis, Principal 
of the Martinere, an accomplished critic, and Mr. Clarke. 
The controversy has closed only lately. Other papers 
have also had their say on the subject. We watched 
with interest the current of criticism on Mr. Clarke’s 
essay, and now that all parties have apparently exhausted 
themselves on the subject, wo may, wo think, with pro- 
priety, say a few words in reply to the author of the report, 
who has provoked this war of words. Wo are sorry to 
jHsrceive that he still persists in his original misconception of 
the real character of Hindu Music ; that he supports his 
errors by committing fresh errors ; and that the more 
ho proceeds, the more he involves himself in a maze of 
hopeless delusions. His mathematioism has proved a snare 
for himself in iiis attempt to unweave the web of Hindu 
Music. Wo believe ho is a searcher after truth, and if he 
will, in a kindly spirit, accept the light which we, in all 
humility, oficr to him, he may yet find out that priceless 
treasure. We will now proceed to an examination of Mr. 
Clarke’s critical dissertation. 
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At first sight it would seem as if Mr. Clarke’s chief 
object ill writing the essay was to mystify the subject 
by enveloping it in a cloud of mathematicism. But no 
one is better aware than himself that mathematics is no 
more indispensable for one to be a musician than it is 
indispensable for him to be a painter or statuary. In 
learning music the student requires, above all things, an 
educated ear capable of detecting and feeling the sense 
of all tonal combinations. The susceptibility of an art 
being examined by mathematical tests is some thing different 
from mathematics being indispensable to its comprehension 
or acquisition. Principles of music, embodied into scienti- 
fic theories, may be based on mathematics, but it does not 
necessarily follow that one must know mathematics in order 
to understand those principles. We may say without fear 
of contradiction that those principles which go to form the 
science of Acoustics enter fully into Hindu Music. But 
that science in its improved form is still incomplete and 
imperfect. ^^The state of our knowledge of Acoustics,” 
justly observes Professor Graham, ** one of the most subtle 
and difficult of sciences, is still too incomplete to permit 
of the formation of a perfect theory of music.” There is 
nothing to make us regret that the principles of Acoustics, 
as they exhibit themselves in our music, differ in form from 
the European system. Wc shall have occasion to shew as 
we proceed that the science of Acoustics, as it exists among 
the Hindus, is quite sufficient for all purposes as regards the 
application of its principles to mnsfe. Mr. Clarke, wo hope, 
will permit us to produce the testimony of eminent European 
professors of music to prove that mathematics, instead of 
contributing to the exposition cuid development of music, 
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does much to mystify and obscure it. Dr. Weber says, 
1 must vindicate myself on the allegation^ that, according 
to the foregoing division, harmouial acoustics, and in 
particular the mathematical doctrine of intervals, is not 
mentioned as a part, much less as the basis, of the doctrine 
of musical composition. For, most teachers of musical 
composition imagine that the theory of musical composition 
must necessarily be founded on harmonic acoustics, 
and, on this account commence their books of instruc* 
tion with arithmetical and algebraic problems and formulas. 
But this seems to me, calling it by its proper name, nothing 
else than a mass of empty vagaries and an unseasonable re- 
tailing of erudition,— pedantry. For, one may be the 

profoundest musical composer, the greatest contrapuntist ; 
one may be a Mozart or a Haydn, a Bach or a Palestrina, 
without knowing that & tone is to its hfth a.s 2 to 3 ; and 
it is, in my honest conviction, a mistake of teachers of 
musical composition, betraying a decided want of understand, 
ing of the subject, to mix, as they do, with the doctrine of 
musical composition, such demonstrations by fractions, 
powers, roots and equations, and other mathematical formu- 
las, from which to proceed in teaching the theory of 
masical composition. To me it appears just as it would be 
for one to commence a course of instruction in painting, 
with tho theory of light and colors, of straight and curved 
lines ; musical instruction, with the study of harmony ; and 
instruction in language, with the philosophy of speech ; 
or, to demonstrate tho principles of grammar to a child, 
in order to teach him to say— papa and mamma.” Dr. 
Marx’s observation of mathematics in relation to music are 
more pointed. lie says, object, however, is not to 
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calculate, but freely to invent ; and this requires no mathe- 
matical calculations but a higher faculty which enables us 
to detect and feel the sense of the different tonal combina- 
tions ; and, therefore, might be called artistic consciousness.’* 
The great Aristoziuas takes the same view, forcibly enforces 
the same doctrine and will not allow either reason or mathe- 
matics to have any share in the arrangement of the intervals. 
He thought sense the only judge. He therefore determined 
the 4th, 6th, and 8th by the ear, and the difference of the 
4th and the 5th found out the interval of the tone. 

Professor Graham, in his essay on the theory and practice 
of musical composition, while dwelling upon the injurious 
effect of mathematics on music, says,— 'Tn Italy we may 
hear persons who cannot read music, singing very agreeably 
in two, or three, or four parts, in harmony. Do such persons 
know any thing of the harmonic ratios of the sounds they 
combine together in this way ? They have no more 
idea that even an octave is in the ratio of 1 :2, than they 
have of the distance between the earth and the moon. 
Similar false applications of mathematics have tended greatly 
to produce that mysteriou.s obscurity which has hitherto been 
artificially thrown over the beautiful and inviting regions 
of musical melody and harmony/’ 

But it is not necessary to go so far as Italy. The truth 
contained in the above extract is of universal application, 
and may be perceived in all countries in the fact that the 
greatest musicians and the most tasteful composers did 
not pretend to a knowledge of mathematics. Who amongst 
the students of oriental music is ignorant of the names 
of Mibja Bull-bull of Persia, Akhwal-u-Sobbba and 
KicoMACHUb of Arabia, IIkbmes Tiusmbuistus of Egypt, 
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the great Confucius and Chaong of China, Osman Efibndi 
of Turkey, Asaph of the Hebrews, Than Sbn, Ameer 
Ehusru, Nataka Gofal, IIubidas Swami, and Raja Man, 
Haha, Huhu, Sabanoadeva, Nabada, Bhabat, and Nabaya- 
NADEVA of India ? And yet who will venture to say that 
any one of them was a mathematician 1 The extracts we 
have given, we hope, will prove sufl&ciently the futility of 
Mr. Clarke’s infallible test of mathematics. 

We admire Mr. Clarke’s boldness in venturing upon 
a discussion on the merits of Hindu Music with, as it 
appears, scarcely any knowledge of its elementary principles. 
He has no knowledge of Sanskrit, and is but very imperfectly 
acquainted with Bengali. He had rccoui'se to a native guide, 
who seems to bo equally ignorant of the Sanskrit language 
as of tho musical literature of his country. And the result 
is that the critic is made to betray his ignorance of the 
simplest things in our musical system, such as the term 
Itdga and the number of Hdgas in use, of the construction 
of the Sitara and its cai^city, though it is the simplest 
and the most popular of Hindu musical instruments. 
Ho attacks tho Srooties which he docs not evidently under- 
stand, though they form the very base-work of the musical 
system of the Hindus. That we are not wrong in our 
estimate of the critic’s knowledge of the subject of his criti- 
cism will be perceived as we examine Lis theories one 
by one. 

First as regards his views of Rdga in Hindu Music. In 
saying “ there are 30 modes in use amongst the Hindus,” 
he evidently supposes that Rdga and Mode are synonymous. 
Let us see how Dauneley defines the term mode.” A 
mode,” he says, *<or a soale is called major, when its third 
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diatonic note is composed of four chromatic degfees ; or is 
the fifth diatonic-chromatic note of the scale, called also 
the major third ; as, C-— natural, E->natural, C— sharp, 
E^sharp &c. A mode or scale is said to be minor when 
the third note, called the minor third, is composed of but 
three chromatic degrees ; as C E— flat D F-^natural ; in 
opposition to major, the third note of which is composed 
of four chromatic degrees.*’ Let us again see what view 
Captain Willard takes of B^a in Hindu Alusic : — 

“ Mode in the language of the musicians of this country 
(India) is, in my opinion, termed T/idt and not Bdga or 
Baginee.” The word mode,” he continues, '^may be taken 
in two diflerent signiflcations-^the one implying manner 
of style, and the other of key ; and, strictly speaking, this 
latter is the sense in which it is usually understood in music.’’ 
Neither is tune Bdga as has been apparently construed by 
our critic in the following 

It is true that a European melody written in the funda- 
mental mode can introduce and sometimes will introduce 
all the twelve notes in the octave, whereas the Hindu tunes 
cannot.” 

We will again quote Willard. “ It is true/* he says, “ that 
a B&ginee (or R&ga) is not to be considered exactly in the 
same situation as a tune is amongst us. It is not strictly 
a tune according to the acceptation of the w^ord.” 

Tune and Riga are thus so distinct from each other that 
one cannot be used for the other without a confusion of ideas. 
R&ga is not joined by regular and symmetrical forms, and 
may not terminate in the same key as the tune. Moreover, 
one Rdga may be multiplied into innumerable tunes 
when its anya#, namely bibddi, anubddi, iambddif graha^ 
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n^asa, &c., arc bo arranged as to folloTV eack other in regular 
sucoessiou. Again, lUga is not divided by a hivdjihd-rehhH 
or bars, as the tune is. The truth is the English language has 
not a corresponding term for the Rdga. To express it by the 
term mode would be nearly as accurate as to express the 
idea of quinine by the word chiretta in Bengali How could 
chiretta be translated into English or quinine into Bengali 
when there is no term for chiretta in English and no term 
for quinine in Bengali ? In the same way there is no equi- 
valent term for R&ga in English, nor one for mode in Bengali 
The idea which the word Rdga conveys has not its counter- 
part in Eoglish. 

To enable Mr. Clarke to form a correct idea of the term 
R&ga, and to prevent his confounding it with mode, we beg 
to recommend for his perusal such learned treatises as Rdgo,- 
Bihodha^ Rdga^Sarvaswa Sdra^ Rdgdranava, dee. 

As we have observed above our critic has not only no idea 
of Bdga, but he is also ignorant of the number of its varie- 
ties. In one part of his essay he says, Hindu Musics 
which employs 36 modes, &c.” If he attempts to give a 
Mwaragrdma of all the 36 modes he refers to, ho will perceive 
the distinction between mode and B&ga. He would have, 
however, avoided the mistake into which he has fallen, if his 
researches on the subject had extended a little beyond 
hearsay. The following stanza will occur to the most super- 
ficial enquirer who has but a rudimentary knowledge of the 
literature of Hindu Music ; 

inf cmw ^ i 


tt — 1 
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" Kbishfa, enchauted bj the music of his flute, began 
singing, and the Qopieas (sixteen thousands in number) 
followed him one by one, and thus are produced sixteen 
thousand R&gas.” 

Ndrada Sanxbdda I, Chapter. 

Again, our critic says, It (Bengali Music) employs also 
seven notes only of the octave in simple tune and nine in 
more elaborate ones, &c.** 

The confidence with which the above lines are written is in 
keeping with his general knowledge of Hindu Music. To 
whom is he indebted for that invaluable morsel of truth 
that Bengali music employs nine notes in elaborate tunes Y 
We would take the liberty to commend him to the following 
lines which occur in all respectable Sanskrit works on music : 

^ Jmr. i 

There are three classes of Bagas (in Hindu Music); 
that class which is produced by a grdma consisting of five 
tones is called odava, and that produced by a gr&ma of six 
tones is called thddava^ while the third one produced by a 
grdma of seven tones is called iampiiniay 

Sangita Darina. 

It may be observed here in passing that the diatonic scale 

which Mr. Clarke has used for our grdma is a wrong one. 
The diatonic scale somewhat resemble the saptaka but not 
quite. 

Alter giving a very short and meagre description of the 
Sitara, the simplest aud the most popular musical instru« 
ment in use amongst the natives of this country, be says : 
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" But tho frets (of the Sitara) are then inconveniently close 
together.*' It would be difficult to obviate objections in a case 
which depends upon practice. What may appear inconveni- 
ent to any other person may be one of the easiest musical 
feats to a practised player. We, for our part, shall be very 
happy to demonstrate this practically if our critic wants a 
practical demonstration. We do not know on what authority 
ho ventures to make the statement that tho Sitara can- 
not play D flat.” Any body can do it. We find no difficulty 
in playing it with MUrchchhand and can practically shew it 
without displacing the frets. Here, again, is another illus- 
tration of the mischief of hearsay knowledge. There would 
have beeu no chance of mistake if statements had been 
made on the authority of an expert or of one who possess- 
ed some practical knowledge. Mr. Clarke, in another 
place, says, ** Hindu Music employs melody only without 
harmony.” This is a very unqualified assertion. It is true 
that Hindu Music abounds in melody, but it is not void of 
harmony. The following quotation from Najuda’s work 
will best explain our meaning 

JtTTO 

^ d 

vmiC jwc - 

fiifir awtn i wn ’em' 

v> ^ 

Thcz‘0 are ten kinds of properties of a song. These are : 

ef W I 

but all of them are not to our present purpose ; UW {Rcil'- 
tanff) only serves our purpose well, and its definition is as 
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follows ; (Rakiaiig) is that which is produced by a com- 
biuation of the sounds of all stringed-instruments, wind- 
instruments, and those of other kinds. 

This is harmony. Vide ^inir and i 

The disadvantage of writing with an imperfect knowledge 
of his subject has betra3’ed the critic into absurd blunders 
at almost every step. VTe have another instance in the 
following extract : 

** The Sitara thus stands in the mode, and can be made to 
stand in any one of the thirty .six modes employed in Hindu 
Music. This connection between the Sitara and the modes 
in use renders it certain that cither the modes are derived 
from the Sitara or that the Sitara has been invented to play 
those particular modes. This latter seems to me highly 
improbable.” 

It is impossible to have two opinions on a point which does 
not admit of a doubt. To say that the Rdgas were derived 
from the Sitara would be as much as to say that the goose 
was produced from the quilL The Sitara is an instrument 
of yesterday’s invention. It was, according to Captain 
Willard, invented by Ameer Khusroo in the beginning of the 
12th century. Even the Vln4, the most ancient of the 
Hindu instruments of music, of which the modem Sitara 
is a clumsy imitation, was invented by the great Niaina long 
after the lUgas bad been practised on the throat. Tliat this 
most ancient instrument, whose invention is almost coeval 
with the origin of Hindu Music, did not precede bat 
follow the Ragas will api>ear from the following eztraetfi 
familiar to oveiy student of Sanskrit music : 

** The R&gas arc known to be located in the throat.*^ 
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Erdo they arc not derived from the Sitara or any other 
instrument, 

BTwn JiprftwT 5 ?T^r. i 

3infftiaT3 m ^hirr arra^ «TJnrr: i 

There are two kinds of Yfud in music, namely, 

(Ddravi) or that which is made of wood and 
(Gdtravind) or that which is to be found in the human body. 
Now (Gatravlua) is called Sdmagi because the 

Sdina-Veda singers wholly depended upon this Vind in singf- 
ing hymns from the Sdma-Veda, It is capable of producing 
both tones and articulate sounds. Ddravivind, which is made 
of wood, is an imitation of the Gdtravind. 

I 

** Looking at the fingers and following the directions of the 
H^dstras the words should at once be sounded both by the 
mouth and by the hand.'* 

Again 

olnf ^T^sf t| I 
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^'Danciog follows iusiinimenta] music, aud music follows 
singing, hence singing being of X)rimc imi>ortaucc it should 
here be first explained.” 

It is thus clear that the Riigas were neither derived from 
the Sitara nor from the Via&. 

Mr. Clarke in a kind of condescending stylo reproves us for 
our obstinacy in maintaining that C sharp is the same as D 
flat. His words are : — 

Probably my Bengali friends will be surprised to hear 
that 0 sharp is never the same as D flat that in the instru- 
ments like violin that can be stopped anywhere, <&c.” Wo 
forbear urging any thing in defence of our position. If wo 
have erred we have erred with the safest authorities on the 
subject. What Dr. Adolph Bernuard Marx, Professor of 
Music at the University of Berlin, says on this point, will, 
we suppose, be accepted as a conclusive settler of the dispute. 

The attentive student,*’ he states, ** will, however, soon 
observe that two keys have each two diflereut names and that 
c flat is the same as 6, smiXf flat is the same as e. Such sounds 
which only difler iu name but are indeed the same (os regards 
pitch) are termed euliarmonic sounds. Thus h and c flat^ 
e and f flat ^ h sharp and c, e sharp and d flat^ a flat and g 
sharp are enharmonic sounds or notes. It may at first appear 
strange that each sound should thus have two different names ; 
and the student may he inclined to ask why not call the 
black keys always c sharp^ d sharp, Ac., &c., or dflaC, e flat 
&c., Ac.. Why is e to be called sometimes / flat, and f some- 
times e sharp. For this apparent superfluity of names there 
are very good reasons ; they are indispensable for the sake of 
clearness and precision in musical notation, hut their necessity 
will more fully appear in the study of the theor}* and practice 
of musical composition.” 
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Again, Abe critic asks, “ if there is no difference between Q 
sharp and A flat, why have European musicians permitted 
ill using two for one and the same thing T The reply is a 
simple one, and a reference to Mr. John Hullah’s work would 
have saved him the trouble of this enquiry. The words of 
Mr. Hullah are that they ** are used for transposition, modu* 
latiou, minor scale and chromatic scales.” In Sanskrit they 
are used to mark the ascending and descending of a scale.' 

We are free to confess that we made the assertion, which is 
disputed, not on the authority of Sanskrit vrorks, but from 
what we observed in English music. As Dr. Weber states 
When must a tone be written as the elevation of a lower 
one, and when os the elevation of a higher one ? This is a 
point to which wo have not yet attended. For the present 
it is sufficient to know that sometimes the one takes place and 
sometimes the other, just according to the different relations 
under which the tone occurs.” 

Again : 

It may, however, bo further observed in respect to this 
matter that such a tone should not properly sound so high in 
the first case as in the second, e. y., the key between C and 
D, when it occurs as C sharp it is not quite so high as when 
it appears as D flat, F sharp is not quite so high as G flat, 
E flat is not so low as D sharp, E sharp is not quite so high 
as F, F flat is not quite so low as £, C double sharp is not 
quito so high as D or E double flat, &c ; This difference 
between C sharp and D flat, F sharp aud G flat, and the like^ 
is called an enharmonic difference ; (which we call the dif- 
ference of Srooties). These differences, however, are ex- 
tremely small and thus imperceptible to our ear, and we may 
with entire propriety and convenience have but one and the 
same key for all tones differing only enharmouically ; they 
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may also be called enhwrmonieall^ partUel tenet. Tbos only 
one and the same key C sharp and D flat, for A sharp and 
B fiat^ for C double sharp and D and E double Ac. 

^ Whatever be the bearing of this circumstance in other 
respects, in one certainly it is very convenient ; for if, instead 
of the mere twelve keys which we now have within the 
compass of one octave, we should have a distinct key exoln- 
sively for 0 sharp and another for D flat, Ac., one for E and 
another for F flat, and still another perhaps for D double 
sharp, Ac., our pianofortes must bo overloaded with an end- 
less multitude of keys.” 

Thus we have been spared the trouble of entering into a 
vindication of our position, though Dr. Weber’s explanations 
do not appear to us to be quite satisfactory. We hold that 
there must be difierence between Q sharp and A flat accord- 
ing to the division by Srootiet. Mr. Clarke, should he admit 
this theory, must confess to a conversion to our doctrine ; but 
should he deny the Srooties (quarter tones) he will only con- 
tradict himself. Any how his statements and his apparently 
professed creed are at variance with each other. All that 
we say is that he is right only when be admits the Srootiet, 
With regard to our critic's complaints as expressed in the 
following extracts, we sympathize with him on his want of 
knowledge of the Saoskrit language in which the theones 
of the art of music are clearly expounded : 

" My Bengali critics assert that I do not understand what 
Srooties (or very sharp, very flat) are in Bengali music. How 
can 1 if the Srooties are not defined.’* 

Again : 

But my Bengali critics while they go on piling heaps of 
hard terms about Srooti, Ac., also omit altogether to define that 
of which they say 1 £sil to discover the accurate moaning.” 
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We are really sorry for our critic. We tried to make the idea 
of Srooti clear to him by a periphrasis iu which the use of 
hard terms was unavoidable. And any definition that we 
may attempt will always fall short of bis comprehension 
because of his ignorance of Sanskrit. But we will make 
another effort. The definitions in Sanskrit as given in Sangita 
Ratnovali arc the following : 

cl^ II 

< 

A Srooti is formed by the smallest intervals of the sound 
and is to bo perceivable by the car. It is of twenty-two 
kinds. 

“ Every distinct audible sound is a Srooti.’* 

Again : 

fif I 

fro garret i 

** It is a Srooti because it is to be beard by the ear. Tones 
are produced by Srooties, and the places from which Srooties 
arise are three in number, viz., heart, throat, and head.” 

Jrorrwn i 

To every one of these three places there are twenty-two 
strings attached, and from them when struck by the wind the 
Srooties are produced, and these Srooties in every place rise 


s*i 
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successively higher and bigheri %, e,, those of the throat are 
of higher tone than those of the heart, and so ou.” 

The critic's failure to understand the term Srooti has led 
him to a curious blunder in his attempt to give a division of 
the Srooties in the Hindu Swaragrdma ; this will appear from 
the following passage : 

^*The tone from Q to A is divided into three Si*ootics and 
the tone from A to B into two Srooties.'^ 

The truth is, within the interval from Q to A which cor- 
responds to our q to ^ we have four Srooties, and in that 
from A to B which corresponds to ^ to three Srooties, as 
the following couplet from Sangita N6.Ttyana which is borne 
out by similar authorities in other Sanskrit books, will prove : 

xrw wjt*. i 

There are four Srooties in 
and F, three in ^ 

jipqpc and t%crr^ or E, and B.” 

We also hnd the following passages on the point in Carl 
Engel : Smaller intervals than semi-tones are in ase with 

some Asiatic nations, and were employed by the Hindus long 
before our Christian era.” 

Further, 

The seven intervals of the Hindu scale which nearly cor- 
respond with our diatonic major scale, are subdivided into 
twenty-two Srooties corresponding to quarter-tones.” 

Mr. Clarke finds fault with us for using the term quarter- 
tone for Srooti. We owe him some explanation. We used 
the word in the absence of a better one, though we are fully 
aware that a quarter-tone is not a Srooti. The term is used 
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in all English works where it is intended to convey the idea of 
a Srooti, and wc thought that Mr. Clarke would have no 
difficulty in understanding it if similarly used by us. In 
English there are no corresponding terms for Srooti, Rdga, 
Murchchhaud, Tdla and several other words commonly used in 
Hindu Music, and in employing any one of them in an Eng* 
lish composition on music the choice of words conveying an 
approximate meaning is unavoidable, and in such a case the 
writer cannot be said to misuse words except by the hyper- 
critical. 

Then Mr. Clarke puts the following query ; “ 1 therefore 
ask what is a Srooti, is it a quarter-tone as my opponents 
usually denominate it : or is it sometimes a quarter-tone — 
sometimes third of a tone ? We reply that a Srooti is 
sometimes a quarter-tone and sometimes the third of a tone. 
There arc four Srooties between and there- 

fore each Srooti between these two tones is a quarter-tone. 
Similarly there are three Srooties between and JTXSIJTC 

and here each Srooti is the third of a tone. To prevent 
misconception it is necessary to add that except in the 
definite places pointed out there cannot be a quarter-tone 
and third of a tone in any and every place. As to our critic's 
dogmatical conclusion that if the latter alternative (the 
third of a tone) is selected I think it may bo demonstrated 
that music on such a scale is impossible.” We have just 
proved that when a Srooti is the third of a tone between 
"SK and J[ it is quite in place and the tone is perfectly musi- 
cal— nobody has yet questioned that the tone between and 
9T is an unmusical one. 

To come now to bis other queries. He asks, How many 
Srooties are there between C and G in Tdrd, the upper octave, 
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and how many between A and B in Muddrd^ the lower octave ? 
And in answering this question it must be recollected that 
the distance from C and D or from A to B is the same in every 
octave.” There lies couched in these queries an unconscious 
mistake, but for which there would have been no occasion for 
them. Between C and D in the uj^per octave there are four 
Srooties, and between A and B in the lower octave, three. We 
shall only remark that there is no difference in number be- 
tween the three sapiahas^ihe only difference that exists con- 
sists in the difference of value. The numbers do not increase 
in quantity but in quality. We have again recourse to Sangita 
Ratridvall which says : — 

“These are the different kinds of tones. Then these are 
called Srooties because they are heard and rise higher and 
highest up in tone ( as they pass through the different 
quarters).” 

The warning given in the last .sentence of the extract from 
the critique is uncalled-for. The distance from C to D ( or 
from A to B ) is not the same in every octave, for there arc 
four Srooties in the interval between C and D, while there are 
three only between A and B, and our critic does not, we hope, 
wish us to say that four is equal to three. We repeat that 
the different spaces are the same in the three octaves, — they 
differ from each other only in quality. 

Again, he asks— “If between G and A the difference is di- 
vided into three Srooties, docs any one of the Srooti intervals 
coincide with the serni-tones, or do the three Srooties divide 
the interval from G to A into three ec|ual tones ?” The ques- 
tion itself is wrong. Between G and A there arc not three 
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but four Srooties divided into four equal intervals. This is 
the truth which all Hindu Musical works teach and which 
reason api)rovos. 

The assurance implied in the following passage is not a little 
surprising. “ It is impossible to challenge any Bengali per* 
former to exhibit the Srooties on a Sitara, for there are no 
frets on the Sitara at the Srooti intciwals so that the Srooti 
can only be performed by flicking the string, i. e., altogether 
uncertainly.” 

This is going a little too far, to say the least of it. What 
will the writer do if he has to tune a R&ga ? Will he flick the 
string merely or do something else ? Will it not be necessary 
to remove the frets as often and whenever necessary, and tunc 
the Srooti so that Rdga may come out ? His replies to these 
questions will serve for the explanations he seeks. 

Our critic not content with his extravagant and dogmatic 
opinions makes the following challenge : — 

“ Can any Bengali singer be produced who can sing the 
quarter tones between C and D and afterwai-ds the third note 
between G and A \ I will not say produced before me as I 
am about to pledge myself to a total disbelief in the whole 
thing, but any competent Professor of music such as Mr. 
Frye.” 

Security, it is said, is man’s chiefest enemy, and this is uote- 
,ibly the case with Mr. Clarke. The feat he alludes to is nei- 
ther impracticable nor difficult. One who knows to sing can 
sing both the quarter-tone and the third note without diffi- 
culty. It is done every day by practised singers and has 
been in use amongst us from remote antiquity. Very distinct 
allusion is made to the feat in ancient Sanskrit works on 
music such ns Ratndvali, llaga Bihodhaf and the like, from 
which we make the following extract : 
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m: ^Ilfail ^ftrfiB?!!? « 

“ Sroolies or eubarmonic tones rise higher and highest up 
ill succession perceivable both in Viu& or in the stringed 
instruments and in the throat.” 

It is thus clear that the Sroolies are both tuned and sung. 
We shall be very happy to satisfy Mr. Clarke not only before 
Professor Frj-e, but any number of European musicians of tho 
truth of our statement. The difficulty will lie with the challen- 
ger himself, who, we may be permitted to say, evidently 
seems to be incapable of appreciating the Srooties. His dis- 
belief in them, however, does not disprove their existence any 
more than the disbelief of a blind man in the existence of 
colors disprove tbe colors themselves. Neither can it affect tho 
truth that the Srooties or enharmonic tones have been used 
and recognised from time immemorial not ouly in this 
country but in Greece, Arabia, China, Persia and several 
other Asiatic countries. Nathan truly observes that tho 
Srooties are extremely musical, and they are so called from 
their superior excellence as a species of mu.sic, the modulation 
whereof, according to Brossard, proceeds by intervals less than 
quarter-tones. This sj^ecies was in gi'eat vogue among the 
Greeks by whom it was considered much easier of execution, 
but it is now lost. It is evidently of much of ancient date 
as Aristoxiuus ascribes the invention to Olympus. Dr. Burney 
says that Dr. Russel procured him from Alepi)o the Arabian 
scale of music, the octave of which consisted of twenty-four 
quarter- tones, all of which admitted of tbe same demons- 
tration as the Srooties. The following extract from Dr. 
Graham is very much to the point. He says, “ as to the 
Hindu, Persian and Chinese scales and tbe use of the quarter- 
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tones and other minute intervals^ we refer the reader to what 
we published on that subject in No. IV., of the new Edin~ 
hurgh Review for April 1822, pp. 521-528. We have examined 
a number of Chinese wind and stringed instruments brought 
home in June 1837 and have found semi-tones in all of them. 
Professional musicians who followed Napolean to Egypt 
remarked the frequent and dexterous use of very small inter- 
vals by some singers.” Can we help inferring that the tones 
in the instruments referred to were Srooties ? 

Again Stafford, the musical historian, says : — “ A late travel- 
ler assures us that the modern Egyptian performers make 
use of very minute intervals in singing passages of embellish- 
ment with a rapidity and volubility, the imitation of which 
would be difficult, if not impracticable, to most European 
singers.*' That they are in use among many uncivilized 
nations will be found in various works of note, from one of 
which we transcribe the following passage : — 

Even some uncivilized nations possess according to the 
accounts of the travellers such a discernment of intervals as 
to sui*pass our own— Councillor Telinius* informs us that the 
natives of Nukahiva, the principal island of the Marguisus 
Archipelago distinctly intone demi-semi-tones (quarter tones ) 
in their vocal performances. The New Zealanders appear 
from Davis' account to be gifted with a remarkably fine ear 
for distinguishing quarter tones." 

The Persians appear to have employed at an early peiiod 
smaller intervals than semi-tones, f In Prance too a number 
of experiments were made with Viottis' performance, and it 
was ascertained that he employed a vast number of very 


• Musical ciiriositios by E. Jonos. 

t Rpocimons of Popular Pootry in Persian as found in tbo adventures and 
111 tbe songs of tlio people inhabiting the shores of the Caspian Sea by 
Chodgoho. 
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miuuto iuterrals iii order to play perfectly tuuee iu all keys. 
The Swiss still retain the quarter tones iu use.* 

As for the assertion that the Sangita Sara does not contain 
anything like the theory of music, we will take the liberty to 
point out that iu the book alluded to and iu all Sanskrit works 
on the subject, the theoretical part of music is os fully dwelt 
upon as in any European treatise, only it is not mystified by 
obscuring mathematicism. As we have said elsewhere wo 
hold that it is quite possible to build a rational theory of music 
without the aid of numbers. We will again trouble the critic 
with an extract from a Sanskrit w^ork bearing on the point 
in question : 

^ st*glPbr: n 
f^rar ners « 

" Sound, which is first produced by vibration and air within 
the human body, comes through the mouth and is called 
( udda ), 

** Thus the sound arises first from within the body, secondly 
it is expressed in the form of words through the mouth, and 
thirdly by means of instruments. From this i|T^ ( ndda ) or 
sound the whole system of music is evolved.” 

ITT 

ftsrr irqJT i 

iT snisi fW srr^ i 

sfifiisf fwT I 

• C. B. P. 04. 
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And singing is to be explained first, but without 
( ii&da ) singing is impossible and therefore sound is the root 
of all. Without sound singing is impossible, without sound 
tone is impossible, without sound Raga is impossible, and 
therefore ( n&da ) is the all pervading soul of the World.” 
The origin and nature of this ( ndda ) is as follows : — 

irnri’*?T anr?TOTHT^ l[arv ; «»• (if) vital air or power aad 
(^) heat or vibration produced by heat originatea n&da (iff^) 
er sound. 

Agaia : 

ifWT^ 9n?TTOn*lS ^fiTS • 

Kjnt nW ff^rr^ *niw I 

sdRTWtB jflirrirtff'n ^ r 

o 

From ndda arises srooti, from srooti comes sioara ot tone, 
and from eteara comes Rdga, and from R%a comes Gita, and 
therefore the soul of Gita is sound. The instrumental music 
follows Qfta.” 

Hence it is, we contend, that our scale is natural and is well 
represented by M. Momigny’s doctrine which bolds that a true 
scale is derived from nature and requires no mathematical 
calculations; 

Out critic Observes with some emphasis that the Hindu 
boatmen whom he heard employ occasional shar^ and 
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flats that could not be played on the Sitara.’’ Apart from 
the question of the accuracy of the statement about the 
boatmen’s songs we will simply dw^l on the principle invol- 
ved in the criticism, and say that there is not a single Indian 
melody with occasional sharps and flats which cannot be 
played on the Sitara. Let our critic name any melody and 
we will demonstrate our position. 

In extolling the boatmen s songs as the best and the most 
approved specimens of Hindu music our critic makes the 
following remarks: — 

“ I think most Europeans who take the trouble to compare 
this (boatmen’s song) with the best specimens in Sangita Sara 
&c., will readily cx’edit my statement in my letter of 1 7th 
May 1873 (which appears to have much angered my Bengali 
critics) that ^ while all Hindu musicians speak with 
contempt and almost abhorrence of the boatmen’s songs, 1 
have heard many Europeans declare tbat the boatmen’s 
chants are the only music in Bengal tbat can properly be 
called music’.” 

There is such a refined appreciation of musical lore in the 
above that we know not what to say. But it requires no 
comment. We grieve to find that our critic drags other 
Europeans along with him to countenance his own idiosyn- 
crasies. May we ask how many Europeans understand the 
language of the boat-man’s song or its so-called musical 
cadence ? All native boatmen do not sing in the same strain 
and in the same language. In the Eastern districts there 
are classes of boatmen who may be marked out by broad 
distinguishing characteristics. Their habits and manners 
are distinct and their songs are different in strain and lan- 
guage. The boatmen of Noakhally are not like the boatmen 
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of Dacca, and the boatmen of Chittagong are quite unlike 
the boatmen of Dacca and Noakhally. Again, by far the 
greater poi*tion of these boatmen are Mahomedans, who sing 
songs ill Mahomedanized Bengali if we may so express our- 
selves. Can Mr. Clarke distinguish a native boatman as to 
his nativity by his song and its language ? Besides the three 
large classes of boatmen we have named there are others in 
East Bengal who are also distinguished by some peculiarities 
— the boatmen of Sylhet, Backergunge and Furreedpore for 
example. Again, the boatmen of West Bengal who navigate 
the Ganges and its tributaries are quite a distinct class of 
boatmen from any of the Eastern districts. They sing much 
better than our critic’s friends of East Bengal. They usually 
come in contact with a larger number of educated and 
polished gentlemen than any boatmen of East Bengal can 
ever hope to do, and it may be said the former move in better 
society. They are therefore expected to be better educated 
and more civilized than their fellow-laborers in the eastern 
districts and yet their songs indicate no tunes of musical 
merit. If there is any thing for which their songs attract 
notice it is their point and peculiar epigrammatic beauty. 
But perhaps Mr. Clarke bad the rare good fortune to fall in 
with a class of musically educated boatmen. What however 
surprises us most is that his proteges sang songs in Sanscrit. 
He says 

** When I had travelling in my boat Koylash Chunder 
Sen (Additional Deputy Inspector of Schools in Dacca) I got 
the boatmen to repeat the words to him. Koylash Chunder 
told me that the words were Sanscrit, that the boatmen very 
impei*fectly understood them themselves, and gave me some 
account of the legend of which I took no note.” 
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It is vex7 difficult to maintain one's gravity in aiiguing 
with a person who can be so credulous. Cannot our critic 
favor us with one or two of the songs which so charmed him ? 
But a few words will suffice. He cannot deny that the 
popular songs of a nation must be composed in the language 
spoken by the people. Can he refer to a period when Sanscrit 
was the spoken language of the masses of Bengal, and of 
East Bengal in particular ? Where did the boatmen learn 
Sanscrit songs ? We know of very few PandiU who can recite 
extempore Sanscrit songs. But the writer betrays himself 
when he says that the boatmen often sing very nicely 
in tune though their voices may be rough and their 
style uncultured, &c." Ignorant and uneducated people may 
mispronounce Sanscrit, but if they sing in Sanscrit it cannot 
be in uncultured style unless the songs be of their own com- 
posing. We fear Mr. Clarke’s short stay in East Bengal has 
made a Bangal of him, and we fear that his Deputy treated 
him with a canard. 

We now come to the discussion of our critic’s remarks on 
our musical notation, which he condemns by saying “ that the 
nationalist Bengali musical notation is valueless and ought to 
be superseded at once by the stave.” To say the truth we do 
not very clearly understand the gist of his objection. We 
may, however, tell him that the Indian notation as far as it 
goes is all that we require. It is simple, convenient, and 
sufficient for all practical purposes. What the Europeaua 
express iu eleven lines by the great stave of eleven we do the 
same in three lines only,— the great stave of eleven is arbi- 
trarily divided into tw'o halves as the Europeans use both the 
hands. We beg Mr. Clarke to bear in mind that the notation 
he condemns is based on the original Sanscrit notation, of 
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which he will find a full exposition by Sir William Jones in 
the Asiatic Researches ; many of the signs and symbols of 
that notation have now become obsolete or have been entirely 
lost. What we have done is simply this, we have endeavoured 
to introduce such improvements in the system as are neces- 
sary to adapt it to modem requirements. In the original 
Sanscrit notation Hindu Music was represented by means of 
one line with certain signs and symbols and the initials of the 
seven notes ; we now use three lines for three octaves. The 
reason of this innovation is, that the three octaves being 
the three natural ones are best represented by three lines, 
though one line would do and might still be used in the same 
way as the Tonic-sol-fa method of the Europeans. It will be 
remembered that the Greeks represented three octaves by 
three different lettei's. Now it will be seen that in represent- 
ing the three octaves the Europeans not only require the stave 
of five lines but also use many ledger-lines for the notes, or 
they use the great stave of eleven lines. Now we put it to 
Mr. Clarke to say which is simpler — the stave of three or the 
stave of eleven, and which would occupy lesser space ? 

There is a great diversity of opinion among English musi- 
cians regarding the stave in use. Nathan in his History of 
Music says : — 

“ In the eighteenth century a staff of four lines was in 
general use, which may be met with at this period in some of 
the old church music." 

Again Curwen says : — 

‘‘ The old way of " noting " or writing music called the old 

notation,’* uses a ladder of five lines and four spaces, which 
is called the staff." On this certain marks are placed which 
represent the tones. These marks are placed higher or lower 
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on the lines and spaces as the tones are higher or lower in 
pitch. The difficulty of the old notation, to the singer, arises 
from its not shewing plainly and promptly^ which is the key- 
tone Doh, which the third of the scale. Me, which is the fourth, 
Fah, Slc. For, on the preceptioti of key- relationship, the power 
of the singer depends. When once the Tonic Solfa-ist has 
heard the key»tone and knows that a certain note before him 
is Ray or Soh, &c., he can sing it. • • • But until he sees the 
key-relationship of a tone he is at a loss. No information as 
to its absolute pitch, or its distance in pitch from the last tone 
sing, apart from key-relationship, can supply to him that 
clear and accurate preconception of the tone to be struck, to 
which he has been accustomed.’* To remove this difficulty 
the author offers some hints, the repetition of which in this 
place is deemed unnecessary. When the staff of five is still 
imperfect even in English music how can it be sufficient for 
Hindu Music which is rich in R&gas and which abounds in 
I/urchhands, Tdlas, &c. ? And yet Mr. Clarke says that the 
Bengali notation ought at once to be superseded by the 
English stave. 

Every nation that has a music of its own has also its own 
system of notation for writing it. W hether that system be 
an advanced one or not, it cannot be correctly expressed in the 
notation of another nation, however improved and scientific 
it may be. And even in such a case the notation will have to 
be studied separately. Under such circumstances we do 
not understand how the introduction of a foreign notation 
can save us the trouble of learning it. Anglicized as we have 
become in many respects, we confess we prefer our national 
system of notation for our national music. The English 
system of notation, it needs bo observed, is imperfect 
and insufficient for the purposes of Hindu Music for the 
simple reason that the genius of Hindu Music is distinct 
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from that of European music. We cannot, therefore, sub- 
scribe to" Mr. Clarke’s opinion that “ if it was essential to 
represent quarter-tones, some modification of the stave would 
be far more preferable to the nationalist notation, and that the 
common European stave can represent fully the Bengali melo- 
dies and ought to be generally adopted.” When it is admitted 
that some modification is necessary for the quarter-tones 
alone and some more for the Murchhands and the varieties 
of Tdla &c., we cannot understand with what consistency 
we are asked to have recourse to a foreign and hybrid nota- 
tion, in preference to our national system. Indeed, we fail 
to perceive the force of the ipsi dixit that a Bengali who knew 
no English might play a melody from an English or French 
piece of music, when it is not denied that he must submit to 
the difficult task of studying the English stave without know- 
ing the language, and learn the modifying signs not only for 
the quarter-tones but also for other innumerable varieties of 
Tdlas, &c., referred to above. It may from this be imagined 
what a deal of trouble he must undergo in order to under- 
stand a single B&ga. B ut why impose upon him this heavy 
work when in the three-lined Hindu notation — in spite of 
the signs for Srooties, &c., which, however, are very distinctly 
marked upon the Swaragrdma — he has only to mark the 
different sioaras in their initial order in the three Saptakas 
placed separately each in its pi'oper place, and the whole 
thing is at the perfect command of the learner ? Only three 
lines mark the three sorts of natural sounds, namely, the 
chest, the throat, and the head sounds. Is not this simple 
and clear ? To give a clearer idea of this we give below a 
diagram of our Swaragrdma of the Saptakas which is so 
natural and at the same time sufficient for all practical 
purposes. 



S68 


HINDU MUSIC. 




I i 



"IT ^ 

Now mark the contrast in the English notation. Here is a 
diagram of eleven lines. 



Let us examine, as far as practicable, both the English and 
the Indian systems of notation from the diagrams given 
below in order to judge of their comparative merits and of 
the facilities for comprehension which they respectively 
afford. We will take the English notation first, and, for- 
eigners as we are, we cannot help remarking that to our 
understanding it is complicated. In order to express an 
octave it is required in the European notation to have seven 
or eight lines or steps indicative of the position of notes 
that constitute an octave. 



odefgabo 


Thus upon the lowest of these lines or steps, the lowest 
note c must have been placed ; upon the line above it, the 
next note d ; upon the third line, the note e, and so on. In 
this case, which however is the most natural, so many lines 
are necessary that it in next to impossible to perceive at a 
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glance the poaitiou of the notes upon them, and such will 
exactly be the case if our Saptakas be required to be ex- 
pressed according to this system. To remove this incon- 
venience, the number of lines is limited to five, and why ? 
Firstly, because an odd number of lines, as Dr. Marx says, 
has the advantage of an equi-distant middle line, which 
divides the staff into two equal parts and thereby facilitates 
its reading. Secondly, because a less number than five, say 
three lines together, with their spaces do not afford even 
a sufficient number of spaces for a single octave, while a 
greater number than five, say seven, will be unnecessary. 
In order to obtain a sufficient number of degrees, the spaces 
between the lines above and below them are also employed 
as places for notes. These five lines together are called a 
staff, which is now in use among the Europeans. These five 
lines together with the spaces between, below and above 
them, separate places for eleven different notes as will be 
seen in the next diagram drawn below : 


4 . 5 . 6 . 7 . 8 . 9 . 10 . 11 . 




Here the note representing the lowest sound has the 
lowest place below the first line, while that representing the 
highest sound is placed above the last or fifth line. But the 
insufficiency of this system for the purposes of Hindu Music 
is at once apparent. As the ledger-lines usually drawn are 
no more than the long ones, then five-lines staff is altogether 
insufficient even for English music. The ledger-lines, how- 
ever, are thus used for the purpose of representing the notes 
above the 11th as shewn here ; 


u-i 
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11 . 12 . 13 . 14 . 15 . 


.. . ^ ^ 

c d a g f a c 

Kecoui*se is had to the same expedient when the lower 
sounds are required to be noted. Thus there will be no end 
of such lines, and how complicated and cumbrous it would 
look when our Saptakas ai*e noted with the Srooties and the 
difiereut varieties of Tdla$» For, besides the Swaras^ for which 
au almost inhuite number of ledger-lines will have to be 
drawn, there must also be used numberless different signs to 
represent the Srooties, &c., along with the signs for the differ- 
ent clefs. Yet we have not done, we must know what sound 
is really represented by a note standing upon a certain line 
or space. For these various purposes they remove the notes 
as it is impossible for them from the nature of the staff to 
have a fixed position. For instance, if it had been deter- 
mined that the first line of the staff in the last example 
quoted above should be the place for one lined c, then ive 
should at once know that the note on the first space must be 
d, on the second line e, and that below the first line be small 
b ; for the notes follow each other in the same order as the 
sounds themselves. But it is obvious that if one more note 
than one lined c were to be placed on the first line, all the 
other notes would change theii* places. If, for instance, e 
instead of c were to occupy the first line, then the notes 
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d and / would stand below and above it, and g would have its 
place on the second line. This is indeed a complicated and 
confounding method. The situation of a note must be 
definitely fixed, if the object be to determine the respective 
places of the rest. The English musicians use for this 
purpose certain signs called clefs, which have been in* 
troduced to point out a certain line as the fixed place of a 
certain note. Of such clefs there are at present in use three, 
and there may be more in future. These three are first G 
or treble clef, sometimes called the violin clef, the C clef, 
and the F or bass clef. The form of G or treble clef is as 
shewn below : — 



If we required to note in this clef the small /, we should 
have to place it upon a third ledger-line below the staflf ; the 
three-lined a would have its situation over the fourth ledger- 
line above the staff, and so on. Here the English musicians 
use g as the first note, which would be impossible in our 
Swaragrdma, For G corresponds to our q, and xj cannot 
form the base or the first note of the 
according to the Sanskrit axithoiities is always to bo taken as 
the first. Further, we do not understand why they have used 
here Q instead of C, which is the recognized fundamental 
note, and this c they use on the ledger-line. Again, the first 
note must, as a matter of course, occupy the first line, but 
the g, although taken here as the first note, must stand on 
the second line. Altogether this is a complex method for us 
to understand, however plain it may appear to Europeans. 
Moreover, in the first diagram drawn above, it is shewn that e 
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takes the first line, and therefore e naturallj forms the clef. 
But in reality it does not do so. Formerly in France they 
used Q as the first note and upon the first line ; but we do not 
know why they have changed its position. The € clef shows, 
that the line which it occupies is the fijLed place of one lined 
e. It occurs in this form : 



And this again is employed in three different ways, as canto, 
alto, and tenor clefe. The canto clef places onc-lined c upon 
the first line. Here is a table of its notation. 



c ga b Cfll£g^b odefgab c 


This table may be extended by means of ledger-lines below or 
above the staff, according to the preceding directions. The alto 
clef places the one-lined c upon the third line and the tenor clef 
places the one-lined c upon the fourth line. But in the former 
case the F will be on the first line, which corresponds to our 
and in the latter case e will be on the first line, which 
corresponds to therefore the two are inapplicable to 

our q 'y s f. Of the annexed two diagrams, the first represents 
the sounds of the notes of alto clef and the second presents 
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c cdefgab cdefg^ 


These arc the three ways in which the C clef is now em- 
ployed. The ancients used it in the second also, and we cannot 
account for the modern alteration, neither do we understand 
which of the three clefs is now used. It may be asked why 
the first canto clef is inapplicable to Hindu Music, since the 
onedined c may stand for C|^3f ; the answer is that the one- 
lined c corresponds to not in the or the lowest 

Saptaka, but in the d tfccf or Saptaka. In Hindu 

music, whether vocal or instrumental, we commence our grdma 
from the lowest or the dTRdi* discant or 

canto is the highest of the four principal voices. Here we 
may obseiwe in passing that in noting our three octaves, 
which are natural, when divided and sub-divided as in the 
European music, an endless number of ledger-lines must be 
used. And will the innovation be an improvement upon our 
system 1 Supposing it were, it would change the character 
of Hindu music, which does not admit of any minute divi- 
sions and sub-divisions. 

We now come to the third clef, F or Bass clef, which is 
represented in the form here shown, and indicates that the 
line which it encircles is a seat of small /. 


In modern music it always occupies the fourth line and 
the remaining lines and spaces are named thus 
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Conlra Oi'cat. 


pavn 1 ■■■■■ 



1 1 

1 MHMBi 



pHHHBBHi 1 1 

■HHHH 1 



pHBIHiiHi 1 1 

■■■■■■ 1 ■■■■■■ 





f ABCDEFQAB cdefgabcde 


Wheu it is required to exteud its range^ it is fouud insuffi- 
cient, and innumerable additional ledger-lines hare to be 
drawn. Thus contra G being situated below the third ledger- 
line, they require an additional ledger-line for the notation of 
contra F ; above the staff, a third ledger-line must be drawn 
for one-lined <7, a fourth for and so on. In old English 
music, however, we occasionally meet with Bass clef upon the 
third line, and also upon the fifth. Thus there has been a 
change already, and we know not how many more might take 
place in future. These are the clefs— but what is the use of 
so manj’ clefs ? Will not the numerous gradations of clefs 
in use prove perplexing and mislc.iding ? Will not one be 
sufficient, as Weber says, indeed we might employ only a 
single line.’^ To this perhaps it might be urged that the use 
of one clef would necessitate the multiplication of ledger* 
lines both below and above the stuff, as in the Bass clef ; 
for example, tw^o ledger-lines are required for one-lined e ; 
five ledger-lines for two-lined c, and perhaps not less than 
nine ledger-lines for three-lined c, all which is avoided by the 
use of the clefs. Admitting the explanation to be reasonable, 
why have the European.^ then in modern music discarded not 
only the O clef upon the first line, but also the C clef upon 
the second line, and /*clef upon the third and fifth lines^and 
according to many the reduction is just. Really, all this is a 
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puzzle to US — is this the system which is to solre our 
difficulties ? 

All these divisions and sub-divisions together with so many 
clefs and varieties of lined notes have been derived from the 
great stave of eleven, and, notwithstanding all these inno- 
vations and modihcations, they cannot, as Dr. Weber remarks, 
represent more than three octaves, originally noted down in 
the simplest forms of the stave of eleven lines. Again, the 
English musicians divide this stave into two equal parts, the 
reason of which is inexplicable to us. Perhaps it is done in 
order that the performer on a x>ianoforte might use both the 
hands, or it may be for male and female voices being used in 
hai*mony. But all that we say is mere guess — the correct 
explanation may be best furnished by Europeans. But 
whatever the reason, no such division is admissible in Hindu 
Music in which the melody requires that the series of tones 
should come in succession ; nor have we any instrument like 
the i^iauoforte which to be tuned requires two hands for two 
kinds of tones at one and the same time. From the above 
explanations it will be evident how complicated Hindu Music 
will become, if noted after the European fashion, while the 
contrast will be remarkably favorable to our national system 
of notation. 

We will now enter upon the examination of the Hindu 
system of notation. In the English notation, of which we 
have furnished but a rough sketch, the lines used are in pro- 
portion to the number of tones in an octave, which are eight ; 
sometimes so many as eleven or twelve lines are used, per- 
haps with the view of making them correspond to the num- 
ber of strings iu a harp, or for other reasons which are un- 
known to us. In the Hindu system of notation we generally 
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use three lines for the three taplakai in common use amongst 
us. fTT ^ SI n 9 ^ ^ corresponding to C D £ F Q A B, 
are the seven notes which together constitute a 9aptaka» 
There may be more than three sapiakas in Hindu Music ; 
but they ai*e not in general use. The three lines on which 
the saptakas are placed indicate by their position three kinds 
of sounds, riz., ^TTCT. 

quire different clefs, nor changes in the situation of our notes 
for different purposes, as we always make the base or 

the first note of the saptakas : ^ European music 

has its position filled and permanently settled. 

This peculiarity enables us to avoid the introduction of 
different clefs, the use of numberless ledger*lines, and the 
change of situation of the notes. We have three saptakas 
in common use, for which only three lines and nothing more 
are required. 

In the foregoing diagram, shewing the notation of Hindu 
Music, the lowe.st or the first line has the lowest saptaka^ and 
the third or the uppermost line has the highest sapiaka. If 
it were necessary to use more saptakas^ we could use dots 
under each note to mark their position, either below the 
first or above the uppermost line. Thus, if wo place one 
dot under Uf on the uppermost Hue, it will show that it has 
a place in one saptaka above that line ; and if we put a dot 
under igf lowest line, it will shew that it has a place 

in a wptaka next below that line. Similarly two or more 


W ^ W If fa 

^ m^w^nfa 
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dots will represent as many sapfaJtas besides the natural 
ones, either above the uppermost or below the lowest or first 
line. 

This is all that we require for the purpose of forming the 
basis of our notation, and from all that has been said, the 
reader will form an idea of the simplicity of our notation 
as contrasted with that of the Europeans. To guard against 
misapprehension, we must say that our object is not to 
establish the superiority of the Hindu system over the Euro- 
pean, but merely to show that our system, as it is, is quite 
sufficient for all practical purposes, and that the introduction 
of the European system will not be an improvement. We 
will here add that if we have recourse to the division of scale 
by means of clefs, one line for each saptaka will be sufficient. 
From what has been said of the notations of different nations, 
it will be remarked that each nation, for the complete 
representation of the differences of their music, must use 
different signs. If the Europeans use lesser number of signs 
than what we require, it is simply because they have to do 
with harmony, while we, for the sake of melody, must use a 
variety of signs to represent Srooties, Murchchhanda^ Talas 
&c. So our notation, as we have shewn, is adapted to our 
requirements, and is both simpler and easier of comprehen- 
sion than the English ; while it dispenses with the necessity 
of adopting the stave. We cannot, however, give our assent to 
the view of Mr. Clarke's so-called progressive party, that 
« by adopting, if possible, the European stave for the repre- 
sentation of Bengali melodies, the Bengali musicians of 
course would save themselves the labor of learning one nota- 
tion more,” that “a Bengali who knew no English might play 
a melody from an English or French piece of music.” For 

v-i 
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this dissent we have the best of reasons. In the Euro* 
pean notation we cannot use all the signs neoessai^ for the 
full representation of our music without making it indistinct 
and cumbrous. Some of the signs we refer to are Bikihepa 
and Prahhepa, which are in frequent use in vocal music ; the 
varieties of Erinianas, such as Murchehhand^knntanOf 
Span'a^krMana, Oamaka-lriniana, A's a*krinianat Ac*, the 
varieties of Ckh^s or y gwy nc ^hich are of very frequent 
use in our VUui-Setaraf and the sign known by the name of 
igpQ which in the Mahomedan instruments, the Rabdh^ the 
Sarode, dx., in several striugs used in various ways, 
greatly contribute to the grace and ornamontation of 
our music ; the Sparsa^ the varieties of A'^a, such as 
Oamala^A't'af Afurchchhand These and several 

others are not represented in the notation of the so- 
called progressive party, and their not representing them 
does not make the representation the less necessary, if 
for nothing else, at least for the preservation of the in- 
tegrity of our system of music. They may ignore them, but 
we are prepared practically to prove their existence whenever 
we may be called upon to do so. Again, that which we hold 
to be the very foundation-stone of Hindu Music, we mean the 
SrootieB^ or the quarter-tones of the Europeans, in which 
Mr. Clarke has pledged his disbelief, and in expressing which 
we take a special pride, dnds no place in the system of the 
misnamed progressive party, who are victims of self-practised 
delusions. All these signs when mentioned in the Sanskrit 
works on music must be expressed either vocally or by means 
of instruments, and if we fail, it is plain we are ignorant of 
the method. The adopted notation of the progressive party, 
even in its improved state, is still as incomplete as it can 
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possibly be. The numerical signs introduced in it require 
to be explained for the comprehension of different nationsi 
and so will the several new signs created expressive of the 
peculiarities of our music, which is distinct from the music 
of other nations, and that in the languages of those nations. 
Will it be possible for an Englishman or Frenchman, who 
knows no Bengali, to play a melody from a piece of Bengali 
music as represented by these notations ? The signs, more- 
over, have been differently used for the purpose of represent- 
ing our music, and how will the Englishman or the French- 
man make them out without special instruction ? For instance, 
they use the sign of Soma for the English pause, while this 
Soma is the very starting point in Hindu Music, and is as 
difficult of comprehension to the European as the Rdga* 
We could point out other anomalies, but what we have 
already done will suffice. 

Above all, the notation in question has been formed on the 
treble clef, but not only one such clef but all the clefs 
divided as they are, are quite insufficient for the representa- 
tion of the A'ldpa of a Rdga. The AUipa consists of four 
divisions,— and and 

these four divisions together constitute what is called a 
Tdna (cn«f) > without which the Rdga is incomplete.^ It is 
thus evident that Mr. Clarke's assertion *Hhat if it was 
essential to represent quarter-tones, some modidcation of the 
staff would be far more preferable to the nationalist's notation 
Ac.,” is barely an assertion, and does not admit of proof. 

We think we have adduced sufficient evidence in this part 
of our discussion to justify us in pronouncing Mr. Clarke’s 

« An account of these divisions will be found in Sir WilUam Jones' 

Works on Hindu Music ; also in Sanffita Ratnavali in Sanscrit. 
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ttwry about the adaptation of the English system of nota* 
tion to the music of all nations as wholly arbitrary. Eveiy 
ciyilized nation, that has a music of its own, has also a system 
of notation adapted to the peculiarities of that music. If we 
attempt to replace it by the European system of notation, we 
,wi]l be under the necessity of expressing those peculiarities 
by means of new signs. Take the Chinese music as an illus- 
tration. The Chinese have a notation of their own with 
distinguishing peculiarities. They have adopted nine diflerent 
characters, which ore enumerated in French by DeGuigues 
as ho, $e, y, ehang, tche, kung, fan, I icon, and anf There 
they write in a line downwards. They note down each with 
a character of their own, and DeGuignea says it is imj[)ossible 
to set them down correctly in the European system of nota- 
tion. Take again Japan. As far back as the year 1611, the 
musical lines of the Japanese were pricked.f Captain 
Turner was informed that the Buddhist priests in Thibet 
had their music written in characters which they studied. 
Nor are the Egyptians and Hebrews without a contrivance 
of their own4 Java and other islands of the Indian 
sea possess some kinds of notation quite suf&cieut for 
the musical require lu eats the difTcreut nationalities. § 

The Burmese and the Siamese appear to have made as great 
a proficiency in music as any other Asiatic nation. They 
are naturally very fond of it, and the style of their music is, 
for the most part, extremely lively, and may not sound un- 
pleasant to the European ear. Their pieces of music aro 

* They have aUo been tranelatod into EngUsU by the Bev. EL W. Stylo. 

t Howard Malcolm's Travels in South EasUm 4sia. 

t Historical, Technical and literary Uoscriptlon of Oriental Music and 
Muaical Instruments by ViUoteau. 

I Opus cit. 
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very numerous. They exhibit as many as hundred and fiftjr 
tunes written in their own character.^ In Ceylon too, mosio 
appears to be cultivated with great ardour. There are 
pieces of music to be seen in regular notes written in the 
Pali language. The Turks are not without a system or rule. 
Their music has not only all the tunes and sounds corres- 
ponding to ours, but, possessing quarter-tones, it is very 
rick in materials, and consequently highly melodious and 
difficult of reduction to a regular scale even in their national 
system of notation. The Turkish people play in unison or 
in octaves, which practice though hostile to harmony in the 
musical sense of the word, is productive of a grand musical 
effect, and is very imposing.f The Arabs divide their music 
into two parts — the tdif (composition) or music considered 
in its relation to melody, and the ihaa, (cadence of sounds) 
or the measured cessation of melody regarding instrumental 
music only. They have four principal modes from which are 
derived eight others, and they have also six composite modes 
formed by union of these. Their manner of noting music is 
by forming an oblong rectangle, divided by seven lines perpen- 
dicular to its sides, representing together with the two extreme 
lines eight intervals. Each of these lines is of a different 
color, which must be remembered as well the name as the inter- 
val. They use in their music smaller intervals than our semi- 
tones. The notes of their scale (which are designated by the 
numbers from one to seven— duy aiy tschar, peni, sekeschy 
hefty or, as in European music, by the first seven letters of the 
Alphabet, which are in the Arabic, alify be, giniy dal, ha, waiity 
zaiiiy) are subdivided into seventeen one-third tones, and in 


* Howard Malcolm. 


t See The Harmonicon, Vol. II. 


38S 


HINDU MUSIC. 


rendering this scale in the European system of Dotation^ new 
signs will have to be invented for the quarter-tones. But 
from the sixth to the minor seventh a«-b flat will be semi- 
tones, while in their scale only one-third tone, Thus, it is 
impossible to represent Arabic music in the European system 
of notation, notwithstanding the invention of new signs for 
quarter-tones.* 

The Persian music very much resembles ours. It has also 
its own notation^ the reduction of which to the European 
scale is as difficult aud impracticable as that of ours. Now 
we leave it to Mr. Clarke to determine the result of .repre- 
senting the music of different nations ou the face of the earth 
by one common notation, L c., the European with newly in- 
vented signs according to the requirements of each. We 
fear we must defer the prospect of an universal language of 
music till the milleueum arrives. If an attempt be made to 
adapt the English notation to the music of the different 
nations, it will be necessary, we believe, according to Mr. 
Clarke’s plan, to make sub-divisions in order to cover the 
wants and peculiarities of each nation, but then the result 
will not be that ** a Bengali who knew no English might 
play a melody from an English or French piece of music.” 
But the difficulty we have just represented is not all. As 
the different systems of music of different nations are not 
equally progressive, (aud some are not at all progressive) 
the new signs we have referred to will have to be modified, 
altered or extended according to the stages of progress aud 
development of the original music. We will ask Mr. Clarks 
to bear in mind how much alteration has European music 


• A Treatise on Arabic Music, translated from the Arabic by Ell Smith. 
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undergone in the course of the last 500 years, and how much 
more it is destined to undergo. Had the European system 
been an immutable or a system, what necessitated John 
Curwen’s modifications (which by the bye closely resembles 
the ancient Sanscrit notation) and what guarantee have we 
that they will stop here 1 From what we have already 
adduced it may now be safely assumed as an established 
fact that, except by the systems of notation invented 
by them, the music of the oriental nations cannot be 
represented by the European notation. In this opinion 
we are wfell supported by Ambros, who says that respect* 
ing the national songs which have hitherto been published, 
it must be observed that in all of them the original charac- 
ter of the music has been greatly altered, if not obliterated, 
by the arrangement 'of melodies for the pianoforte, or by the 
unwarranted addition of accompaniments of some kind. 
In many instances where the songs are usually performed in 
unison, they retain, when harmonized, but faint traces of their 
former characteristics. Even in instances where an accom- 
paniment originally exists, its peculiarities are often so 
entirely disregarded in the arrangement that it becomes 
almost another composition.” And as to the inapplicabi- 
lity of the European notation, what has been said of 
the music of other oriental nations is equally true of 
Hindu Music. The difficulty of adopting the foreign nota- 
tion arises as much from the modifications necessary for the 
quarter-tones, as for various other causes too intricate for 
enumeration. We will cite a few more authorities in support 
of the views advocated by us. A great difierence,” says 
Willard, prevails between the music of Europe and that 
of the oriental nations in respect to time, in which it re- 
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sembles more the system of the Greeks and other ancient 
nations than the measures peculiar to the music of modem 
Europe.’’ Again, another writer says, ** nor are the ancient 
Hindu airs known to the Europeans from the impossibility 
of setting them according to our system of notation. The 
Hindus have quarter-tones, a fact which renders it still more 
difficult to express their music by our own system.”* Mr. 
Whitten, in his lecture on the music of the ancients, delivered 
at the Calcutta Normal School, took the same view of the 
question. His words were as follows ; “ Few of the Hindu 
airs are known to Europeans, and it has been found impos- 
sible to set them to music according to the modem system 
of notation,. as we have neither staves nor musical characters 
whereby the sounds may be accurately ezpressed.’*t Another 
writer, an equally independent authority, goes ou to say, 
that considerable difficulty is found in setting to music 
the Ragas and RdginU, as our system does not supply notes 
or signs sufficiently expressive of the almost imperceptible 
elevations and depressions of the voice in these melodies ; 
of which the time is broken and irregular, the modulations 
frequent and very wild.”t 

It is thus generally admitted that Hindu Music, from its 
nature, does not admit of being represented by the European 
system of notation. Mr. Clarke may, therefore, well regale 
in the enjoyment of his pleasing visions supported by the 
distinguished authority of his progressive friends, and will 


• Oriental CoUections by W. Ouacley Eaq. 
t Orchestra, March 14th 1868. 

t Oriental Collections by Sir W. Ousoley. Mr. Clarke himself has gtran 
an indirect demonstration of the difficulty of representing Hindu Music 
by the European notation in the three linea appended to hU article, and we 
are glad to find that Mr. Aldia takes our view of the case. 
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we hope have the goodness to practically illustrate his theory 
with their invaluable aid as to how the Hindu system of 
notation may be superseded by the European. 

We will conclude with a few words, pointing out certain 
errors into which Mr. Clarke has, perhaps unwittingly, fallen 
in respect to pertain musical facts and personal questions. 
In discussing the question of notation he incidentally 
mentions that the notation in use is not the Bengali notation 
but an invention of four years ago, taken up by a small 
but rich party in Calcutta.” We are soriy to say, that in 
making this statement our critic is entirely mistaken, or 
has allowed himself to be misled by the party to which he 
has apparently surrendered his critical judgment. If he 
had referred to the published works of his countrymen, ho 
would have discovered his mistake. Amongst others wc would 
take the liberty to recommend for bis perusal Sir W, Jones* 
works on Hindu Music. The notation in use is not one of 
four years’ invention, but of an age anterior to tlio commence- 
ment of the authentic histoiy. In proof of its antiquity we 
annex a fiicsimile of a printed form of notation, written in 
the oldest Sanskrit chamcter of ^rij[ | 


W-i 





4 


W m 






m 


m 

c(sl 




^ Jj 
3 ^ 


a, 5 


29 

@ 


=<l| B S 

^ ^ f 

SR) 





oet 


:b> 

Sk. 

‘i 

!&>. 
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We will not enter into the personal questioni bat we may 
state for Mr. Clarke’s information that the party which 
shares our opinions in musical matters is nearly as numerous 
as to comprehend musicians of all degrees of taste and 
proficiency — of course the progressive party only excepted. 
In the appendix will be found a paper containing autographs 
of all the eminent Hindu and Mahomedan musicians of the 
day, who endorse our view of the question under discussion. 
We do not pretend to any knowledge of English music — the 
little that we know does not, perhaps, extend to much be- 
yond a knowledge of the notes on a harmonium and the 
explanation of the notation. But we have taken the pains 
to study the particular branch of music in which we taka 
pride and pleasure, and on which we have presumed to whte. 

Finally, we venture to express a hope that Mr. Clarke will 
do us the justice to believe that in all that we have said in 
the ^course of this controversy we have not been actuated 
by any unfriendly feeling, or hostile spirit. What grieves 
us most is that a gentleman of Mr. Clarke’s erudition, 
scientific attainments, natural abilities, and high character, 
should have imported in this discussion the party spirit of 
those, who are themselves unable to understand or explain 
what they write about, and who have made him an exponent 
of their crude views and egregious misconceptions. If this 
paper satisfies Mr. Clarke that in advocating the national 
system we are simply following reason, truth, and history, 
we will consider ourselves amply repaid. 




HINDU MUSIC. 


389 


^ ?RT*r #RrT% 

'T%iT^ T^ T^B^ f fsrar^ ^ ^ 
wiaru, ■qx. ^rra^T ? i ^ 

^ f^i ?rR^, 

^1 t^R 

«RRT I y 

^fk) Mif^T vi9«q^ir 

©v 

?rR^ T I ^fft?r, 

fWTO ^RPT?rif iTWI^ t%9Nq< 

«nf^ t^fRT % I 1^, iR, t%^- 
^«W ^ IR W 5rhl ^TRRR ^ R^m 

TR 5rT%# I inR 

RTR% ^?RT R? ^*5^ q ^ Rl^ I T^- 
^ >5^*^ fsfkR ^ Y I 

?npr^TfH^ tRRT ^ ^ 
RTSlifT ^Tf%^ T^fL^BRr IRR^I^IT frf%«|^ 
^ ^ I ^ «fi%«ft% »rRT ^ 
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»TT^ ^ ^ ^ irarr 

Tl^ «PrT^ ^ ^TTsNt^ ^ ? i l l^ ^TTiff 

f?T^,iraif ,?R, ^- 

^ VSlf ll ^«T< ^ 

%r^ 

^»rr: iT^?T% wrw T 

•riNrT t 

w%T ifhRTT^ ^ ’fNrr T^^sfWrr 

fT^iiftiT »ra% 

«rft tif ^ ?fm »rerfr 

f ^ T^Htwr iTfl^iT TV xmm ft vt% 
T«ftVTVT^ ^ VT^ VWT^ TTWT% W 
^vit vrf^ ^Wtt vv% vt ^- 

^ VT^ ^#Nnci VT^ TTT?r TOC 

«nf^ V wv w^fr v, vw TOvf% f, 
?rTv ft TOi^ ^rit ^nffK vW^, 

VVV%* ftfty TV TO VTVV VWI 
VTift VWV TV TV TUtV TtW^ to 
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«^hrr ’iSWrr 

•! '^fi 1^ 

«iT»T «nr?r*R »r^ ^raw Tt^ 

tt^tm ^ ^ 9 Ri% ^Wr^ 

im?nr¥« wi ’wr^^rewTsi 

wtv^ T^ ^«r iw«njn«T 

^ «R firapn WTK 

^rq^^TRtil iTTSRT^inC^^Tl ^ ^ 

>> • 

^rnnii 

»nf^ '^t^raiRr ^ 

^TRiri ^pw ^RET ’irit •iHif ^ 

^RRI!^ fTT^ T, ^ ^ 

^ 

^TTRI wr ^ I iWTlf^rTOn^ 
^WR? WTK fnftiniT **1^ 

T '«n% vnW ^ #, 

HRW wrr^ ^ ?T^T#lwr $ i 

^ ^ ^ ^ ’Tt^- 

iftir MTOnri^ T^r^ tw ^n#t?f^ 
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m 

^Nrw l«i?l vnhf! ^WT- 

Wtf%^^Kr^WT^ w ^ 

TPSf^ iftrnf^ T, ^ Y, W 

mn f%3^, WT ^^RWPT »rm^ ^<iFtfWt ’qf% 

»rii^, Tm ^ ^ t 

?r^fNr 

^ ^nrsft w^*r^ ^jrt fro^rr 

^ T^rnifT II % II 

Professor MOWLA BUX, 

0 / JBomhat/. 

fNpi, wl^r I ^sirsmiPfnTOT^ w- 

f^ajT I I ^WTOTIT- 

« 

iiTBjitfts? ffl^, wfkflT ) ^Ifiw^wfiwrcBraifwiT I 
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uij ^ ^Loj |>ij5 

jJlr ^ 

Jj' ^j\ Ijj jj\ 1^’) tSL o^XU. ^ 

v/t jljT ^ t/ L>“> I- 

oU ^1 JU p 

I ♦♦ ' j» ^ ^ 

^ a.^^> ^ ^ vttnJ A^ JU 

Sf’ y ^ U^ li;^ aJ 

jjl <£ jjl ji^ Uyk j)^ j)j1 

4^ji^ ss»^^ jji (^ j_ji ^‘> v^^" J^ 

^ ji^ji v^ K^j>y jj] 

•• r r I , 

^ f[T tmSjJ !•-( f^JuJ ^ O'A^' OJJ 

Jiy' u/tt ^ ^ ^3^ 

j* ^ u^'hy v^ '*^ j’/ 

jjl jLjjj sjj} lip** ^X»l J^l^l ^ Lxj 

Sf*^-^ c/iir’' 

*^!; r*^ '-A}jn 

•• ♦* ♦• ♦♦ 

3>> ^ If u*^ <i*t^ V* U^iv/ix 

j^Jli 1^ yj^ ^1 *^ V-Xl ^ ^ 

•* •* «* 
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AyX^ i. ^ 4^1 ju' 

■• •# 

v_S^-2^ ol<» v^l? ^ C>**^ 

«4>^ 

O/* ^ *“ ^JJJ4>^t* CS>*^ 

*irij}^ ^ ‘>‘^ J^ ^ bl ^ 

^ J" ^ y ^ ^ji 

jCL, ol^ ^ If ft+j^ jjl 

•• •• ^ 

*vi y^ 1^ ^_^Jt ^j;^(r» jntis {yl ^ 

M/^ ^ ^ ^ L«^ 

•• •♦ ^ ** •* 

vji>» *!^ iCai jjt, ^ ju. 

a^jXmI Ij" U&jI »I^ Ij" ^ ^^| Oi3>ij If 

Jt sa^ ^X* I p a^U, 

*ri >^>iy ^ ^ i^Ua. If 

v^ J-«l <J-®I ^ ^ oL» 

^ Jiu jL ^ J^l ^ iJ ^ jjij 

^ \J }ji^ V^ LT* u*^ 

^ k^Uf La> ^ lyj^ \i^ 

J wC" v^ OJU (.u ^u. ^ IJ^ ^y*^ 
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rt iJ'kj vtJr!/^ ^ 

^lL«Xiu/* L^ ^ JkL{ l^ ^itXa^Jk^ ^1 > i}tA.a^) 

o)j ^ C>"' 

Jjl jHi-Jij jj' "-H 

J" jji r*^ jxi/» 

eft ef^' e5^' J-Jj ^ 

♦ • •% *• •• 

1^4“ ^ r*^ e/ 

aXc jXJlb jj^ gS UK iJj-i^S 

* •» 

ViT^*^'”"^ J-j' ‘c/^ jXux 

p ^ *-»'f ^ JJ^ **^ If ^lJCL»JJl, 

^ y^ ‘-i^“ ewV ^ 

<4se»«r ^ v..f^.5' <-^ y,j:‘‘^ \_f^^ 

(*•’1 vir^ (•UJ ^JL>* e^’ ^!r*' 

y^ eAv eft ^ ooXi.* ,^_^) 

* ** ** V ** 

yjljj ^ Jj' y/S 4^1 

•• •• 

it/ix ^ ft v' U^ y^ ^ 'rr^ Jj’ 

U^ oj^J 4” virt^'yS^ vj>i^ 

JL>’ ^yj;J tr' ^ 

£. J.J^ O^.* U3<-«<A. 1^ Jjl 

Ufl? ^ ;->’ ^ ^ 

^jjlLo £, efl; ft J ol-*A. ICJ^ 

y}L»lwta« W _^*>>^ ^ y/'iS**'^ Vil^tr * ^ KiXfU jijl 
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jiy^ ^ ^ 

lafl^li^ iaiS>X<ai 

JyLftil ^yj^ tf^UjbloJu 4>^^n * 

* &JISju 

* i> t«n # 

* jjjta. «>«i^l * 

* *> }jJl * 

* j_yUi vi»l*aJLc * 

" * wJl * 

*J^ liT^ * 

* *>__4*J1 * 

* j>__jif.M * 

* t> uJ) * 

# Lfy. <jyo * 

■» Ok— Alt n «- 
« l*)l^ *' 

* t> ^ iM- 
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* jJLfI Vi^tr* * * 

* i> XnH 4 (‘ 

* 4 > * 

* Jj^ * 

^ fJkJ) •M- 

•• 

* J> AwH «■ 

^ -b t^^UkC ‘N- 

* Ow kjJl «• 

* ^ ylx * 
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ON THE 


MUSICAL SCALES OF DIFFERENT NATIONS. 


The seven intervals of the Hindu scale — sa, ri, ga^ ma, 
pa, dha, nif — which nearly correspond with our diatonic 
major scale, are subdivided into twenty-two Srootl, corres- 
ponding to quarter-tones, but not quite exactly, since there 
are only 22 instead of 24 in the compass of an octave. 


Whole 

tone. 

1 1 1 

Whole 

tune. 

1 1 

Semi- 

tone. 

1 

Whole 

tone. 

1 1 1 

Whole 

ti>iie» 

1 1 1 

Whole 

tone. 

1 1 

Semi- 

tone. 

1 

1 1 1 

4 Srooti, 

1 1 . 

3 Srooti, 

1 

2 

Srooti. 

1 1 1 

4 Srooti, 

1 1 J 

4 Srooti. 

1 1 

3 Srootu 

1 

2 

Srooti. 

sa Ti ga ma pa dJia ni sa 


(c)”" (d) (e) (/) "^ (9) ^ (a) (*7^ 


Sir William Jones considers sa identical with our a, so 
that the syllables sa, rl, ga, ma, pa, dha, ni, would represent 
our scale of a major, a, b, c :||!, d, e, f g Other writers 
on Hindu musio take sa to be synonymous with c, as has 
been done in the above illustrations of the scale. Captain 
Willard observes that Sir W. Jones, in making the Kkuruj* 
to correspond to a, ** appears to be guided more by 
alphabetical arrangement of letters than by any connexion 
it may have with musical arrangement. If the Khuruj is 
tuned ut or c, it seems to me to be more systematic, it l)eiug 


* Khuruj U the name given to ta, the (Undameut;il note of tho scale. 
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the key-note of the natural key. The musicians of Hin- 
dustani never appear to have had any deteimined pitch by 
which their instruments were regulated, each person tuning 
his own to a certain height, adapted by guess to the power 
of the instrument and quality of the strings, the capacity 
of the voice intended to be accompanied, and other adventi- 
tious circumstances.”* This question, however, is not of 
much importance in our inquiry. More remarkable is the fact 
that two of the whole tones in the Hindu scale, viz., those from 
the second to the third, ri-^ga^ and from the sixth to the 
seventh, dha^ni, comprise only three Srooti, while the other 
whole tones comprise four. In certain cases the performer to 
some extent obviates inequality, by enlarging a small whole 
tone with a Srooti borrowed from the next tone of the scale. 

The general name for the Hindu scale is Tk&t* Rdgas and 
Rdginees are melodies founded upon certain scales, or rather 
modes, which are formed either by substituting for the 
prime another interval of the scale as fundamental note, 
or ionic, as in our ancient Church modes ; or by con- 
sidering certain intervals of the scale as inessential ; or 
by omitting one or two intervals entirely. In illustration I 
subjoin a few specimens of scales selected fiom a number 
given in Sir W. Jones's essay ‘ On the Musical Modes of the 
Hindus.’t Two of them, called Todi and Saindhavi, resemble, 
it will be seen, the former the Dorian, and the latter the 
Phrygian mode. Those intervals which in the scales called 
Bhairava, Tacca, and Mavavi are written as crotchets, are 


• ▲ treatiBO on the Music of Hindustan by Captain N. Augustus Willard. 
Calcutta, page 27. 


t Asiatic Researches, Vol. Ill, p. 65, 
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inessential, and may be skipped by the performer. Intervals 
entirely omitted (as in Maravi and Hindola) are indicated 
thus— 

TodL Saindhavi, 


g) J ^ J j F r I I /',] ^ H 

%J p 


Bhairava, 


T acca^ 


^ F f f f.ll 


MaravL 


Bindola. 











Ssiausm 1 1 



1-.- .1- il 


In the music of the Arabs we also meet with smaller 
intervals than our semi-tones. The notes of the Arabic 
scale, which are designated by the numbers from 1 to 7, 
yeky duy si, Uckar, pent, schesch, heft, (or also, as in our own 
music, by the first seven letters of the alphabet, which are 
in the Arabic alif, he, gim, dal, he, wan, zain,) are subdivided 
into seventeen one-third’tones. 


Yzh du zi Uchar peni schesch lieft Tek 


I' ' 

1 t 


i i 

1 1 


i 1 1 

1^. 

1 1 

) ] 

: i 

1 1 

1 If |i i| 

A B flat C 


In rendering this scale in our notation, 1 shall employ 
signs similar to those previously adopted in the examples 
with quarter tones. Thus, before a note raises it a one- 
ihird-tone, and §# two one-third-tones ; it) before B 
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indicates that the interval is a one-third-tone higher thaii 
B flati and )t] that it is two one-third-tones higher than B flat* 
The minims indicate the diatonic intervals, which, it will 
be seen, differ from ours in so far as the seventh is minors 
and the two steps from the third to the fourth e— /, and 
from the sixth to the minor seventh, a— 5 flat, which in 
uur notation would be semi-tones, are in the Arabic scale 
only one -third-tones* The intervals written as crotchets 
denote the intermediate one-third tones between the respec- 
tive diatonic intervals. 


i I 


ARABIC INTERVALS. 

h ^ i % i % 


I § 








The Persians appear to have employed at an early period 
smaller intervals than semi-tones. After the conquest of 
Persia by the Arabs, about the middle of the seventh 
century of our Christian era, the music of the Persians and 
Arabs, became, so to say, amalgamated, and there are still 
treatises extant of early Arabian and Persian theorists, in 
which the system of one-third-tones is exhibited. After- 
wards, however, some of the Persian Musicians adopted a 
system of twelve semi-tones in the compass of an octave, 
Uke our chromatic scale. 


THE SAMAN CHANTS 

PBOM 

BY 

A. C. BURNELL^ ph. d. 




THE SAMAN CHANTS 


Ths music of the Sdman Chants has been so often men- 
tioned by me, that 1 shall try to give an idea of it, as it is 
now sung by the Sama Veda priests. Here, as in other 
respects, there are numerous Cdkhd differences and I shall, 
therefore, follow the practice of the KatUhumi Cdhhd^ the 
only one of which I have been able to obtain sufficient in- 
formation. The art is very nearly extinct, and this is a 
good reason for describing it, especially as the only European 
who studied it in India — Dr. Haug— is now no more. 

The foundation of these Chants being unquestionably very 
old, they are, as might be expected, on an imperfect scale 
of notes, but modes do not appear to be used, except one. 
The Soman Chants resemble in some respects the Gregorian 
or Plain Chant, and the two kinds of music approach one 
another in many points ; the Sdman, however, being the 
older and less cultivated, one occasionally meets with pas- 
sages which are forbidden by the rules of the Plain Chant, 
and are, to a foreigner's ear, by no means pleasing.^ 

The notation, as has been already remarked^ varies exceed- 
ingly, accortlingly as the MSS. come from different parts of 
India, and it is not too much to say that it would be almost 
impossible to find two MSS. which precisely agree. MSS. 
of the ganas are only copied by professional 5dma- 


1 cfl:. P. 870 of Helmbolta, ** Dio Lobro ron den Tonomp-findungon,** 
(8rd od ) ai to tbo dovolopment of taote •• regards Music. 

3 AboTO PP. ZXVI and XZVII. 
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Veda priests for their own use, and present no kind of in- 
terest to the public; every copyist, therefore, follows a 
different plan in details, for almost every one adds marks 
and signs of his own to assist him in chanting the notes. 

It would be useless to give the complicated notation as 
used in the S. Indian MSS. and which I have already 
mentioned, for these letters amount to several hundreds. 
The principle of the modern notation by numbers is far 
more simple. The seven notes are marked by the numerals 
1, 2, 3, 4, 5 , 6 atid the last (really never used) by 7 or Of 
these the first a F and the rest £, D, C, B, A, G.^ 

It is necessary to point out (as there has been much con- 
fusion on this point) that the gknas are not accented in the 
ordinaiy sense of the word, or like the other Vedae ; but 
that the marks which form such a prominent feature in the 
text are actually musical notes,* 

The difficulty in understanding their true nature has 
arisen out of the attempts to classify the notes, and also to 
connect them, phonetically, with the accents. It is not 
difficult to understand this by comparison with similar 
attempts of the meiliseval students of music. Thus Hugbaud 

1 I bave asoertained tbitbjnaeana of a atandard pitch pipe. It la also 
the doetrioe of the KSradiuixA (adbj. ii.) according to oral infomiatlon * 

Tab SifnairdniiD i*ratban)ab Sa Vonor madbjranatTarab 
To driUjrab Zia Giadiiiraa, tritiyaa t? rUhabba amrUa. 

The eoamoB Hindo acalo eorreapooda with the Saropeati ka^ of O . but 
Sir W Jonea baa (aa •a’idetiUf might ba dona) put it in the kef ot A. far 
which I can find no KuAciont reaeon ; and, in (act, ba ia tbua lad Into 
Inoonsiateney (Aa. Raa. iii ) 

S Thaaa nota« should ba aa Juat mentioaod ; but I have aaen MSS. is 
which tba moeant uarka ware uaad, and thU mbdad ma (Cat. F. 4ft), and 
the praetloa ia, admittadljr, wrong. 
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(840-930 A.D.) olassiOed the notes of the Plain Chant in 
the following way : — 

SOf La^ Siy Ut I Riy Mi^ Fa, Sol I La, Si, Ut, Re, I Mi, Fa, Sol, La^ 
grades | finales | superiores j excellentes 

In the Indian books on music there is a somewhat similar 
classification of the notes : 


Uddtta 

Nishada, g&ndhdra* 


Anuddtta 

RMabha, Dhai- 
vata. 


Svarita 

Shadja, Madhyama, 
Pancama, 


The three sthinas represent three octaves. 

The names of the seven notes differ, and some have 
several names. The oldest list that I know of is probably 
that in the Sdmavidhdna Brd/imana^ — krushta, Prathama, 
dvitiya, tritiya, caturtha, pancama and shashtha or antya. In 
the later works Sdyanae C. on the Arsheyahrdhmana) the 
numbers prathama, etc., are used^ ; these again pai*tly corres- 
pond to the shadja, rishahha, gdndhdra, madhyama, panca'ma 
dhaivata and nishdda of usual music, but in reverse order, 
i. e., the first note of the Hindu ordinary music is the fourth 
of the Sdma priests, and the scale ascends, the reverse of 
the scale of the last. In S. India the names are usually 
given as prathama, etc., mandra (5th) anusvarya (6th) and 
aiisvarya (7th). 


1 Dela Page, ** Cours complet di Plain Chant," P. 691* 

2 See i » 1» 8 of my edition (F. 5). 

3 So in the SvaraparikhSkiM, Mandra is, however, the most usual name for 
the fifth svara. In the Sdmatantra (by i, ii, 3—** ucco gan") gi, ji, di, dl, 
stand for the first five svaras. The onfya is not mentisiied (S. T. 1., i, 1.) 

4 That the krushta is the first note, and that it is generally called prathama 
there con be no doubt. Sjyans (in his C. on the Arsheya br.) mentions 

repeatedly (< p., in 1, 10 and 17) where the Saman has the first note 
marked. 


Z-1 



410 


HINDQ UUSIC. 


Besides the seven simple notes (prahHti)^ there are seven 
others {vikriti)^ which express constantly recurring groups of 
notes or modihcatious, and the necessity for which has evi- 
dently arisen from the system of notation by numbers. 
There are : * pretikha* which adds two m4tr& to the preceding 
syllable and ends with the second svara^it is marked 7, or in 
S. Indian MSS. ' pre* sometime occurs. * yamana^ which con- 
sists of the first three notes (one, two and three) ; ' karshana' 
is either up the scale (marked A) or down (marked V) and 
includes all the notes between those marked. * Viiiata* is 
marked by * vi’ or S and consists of 1 and 2 ; where * Vinata' 
occurs in the Grdma^eyag6,na^ Prenkha is put in the Uha. 
The two remaining vikritis are embellishments : Atyutkrama 
B 4565, jSam/>ra«dra7ia= 2345. There are many other terms 
of the art, but only * ahhigdta * requires to bo noticed. 
This consists in a repetition of the note with a short a ; it 
appears to be marked in the Bibliotheca Ind'ica edition of 
the Santa* Veda by 7. As is cveiywhcre the case in Sanskrit 
literature, the Sdma Veda priests have a long vocabulary of 
technical terms, but I shall not attempt to explain them, 
as most have arisen out of the peculiar notation, and it 
would not be possible to make them intelligible in a short 
space. 

With these explanations it is now possible to give a speci- 
men of the S&ma Veda chants noted according to the Plain 
Chant system which will best suit the purpose. It must bo 
remarked, however, that the Chant is continuous, and not 
staccato, and that, in one respect, there is a total want of 
resemblance to the Plain Chant — the value of the notes or 
time depends chiefly on the words ; in the adaptations of a 


1 These are purely modem. 




(jrautanuis 



7 indicates tduxt 'dte rufte 3^re is prohm^ed 







TvajstavcL 


JPL V/L 
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Sdman to different words^ the length of the notes is made 
up by the modifications of the words and insertion or omis- 
sion of letters. Notes are, sometimes, Dlrgha or Vriddha, 
and the former are alone marked— in N. Indian MSS. 
usually by the letter ri in S. Indian MSS. by O. Vriddha 
notes are emphasized ; Dirgha notes are prolonged beyond 
the usual length. Where there is a group of notes and a 
number over each one, these upper numbers give the length in 
{Mdtra),^ The bar or division {Parvan) marks the notes 
to be sung with one breath. The length of the note depends 
on the vowel, and not on the length of the syllable according 
to prosody ; thus in ^ citra' the first note is short, the last 
note in each parvan is always Vriddha, 

If Lbe right in assuming that the S. Indian letter nota- 
tion is the oldest — and there are many reasons in favour of 
this, and none (so far as I can see) against it—it is obvious 
that such chants can never have been thus preserved exactly 
without alteration, for the letters do not show the place 
of the notes on the text, and there are other indications of 
this. For instance, the syllable ^ hum’ which so often occurs 
in the Sdman was called originally (as the Brahmanas prove) 
hinkara, and ^ him’ must, therefore, have been the original 
sound. Again the Phullasiitrd, shows that some Cdkhda sang 
certain Sdman to more notes than others. Again, it is diffi- 
cult to trace much in common between what are nominally 
the same chants as sung by members of different CdkhdSn 
This consideration affords a probable explanation of the 

1 Tho abovo explanation will onablo any one to note the 8<ima Vtda 
chants (tus £. g. printed in tho B. 1. editiou) in the European way. In some 
C.ISOS notes seem to bo made sharp or flat, but I have not been able to loam 
any rule as regards those. 
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asseitiou (io the Purdnoi) that there were formerly count- 
less (^a thousand’) Cdkhdi of the Sdma Veda; it was in- 
evitable that endless differences should arise in oourse of 
time, as the Sdmavedine gradually arrived at a better appre- 
ciation of melody. I am not sure that the chants are not 
modified even at the present day ; some priests, at all 
events, ase embellishments which others reject 

Thus the Sdnia Veda contains the ^ inoantamenta’ of 
Ancient India as Profr. V. Both appropriately has termed 
them' ; and it is, therefore, of great interest as the best 
preserved record of a phase of belief of which we find 
traces in the histories of the civilization of all nations. The 
ascription of a magical effect to music is remarkable, and 
our word ^ incantation’ is still a witness to it among the 
Latins ; the German held the same belief.* 

Brief and imperfect as this outline necessarily is, I think 
it will be found sufficient to show what the oldest Indian 
music was. The ancient music of nations even nearer than 
India has not as yet attracted any interest,’ and the best 
historians of this art have not always had access to un- 
questionable information. When more imi)ortaut work that 
I have in hand is done, if ever it be done, 1 hope to return 
to this subject, and to elucidate it so far as my im{)6rfect 
acquaintance with the theory of music will permit. 

1 ** Dcr Atharbavedii !u kajicbrair/* I*. I*. 

2 J. GntiiOo, pp. fig. The luyihs which 

have obTiuUK reference tu munic are utiucruiiA and intcreeting, but lliUe 
hail M yet, Ikjch dune to illuatrate them. 

3 r g Creek mualc hae been but Uttlc itudiod. 
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THE HINDU THEORY OE MUSIC, 


The musical system which next claims our attention is 
that of the ancient Hindoos. Though unlike that of the 
Chinese, it is no less curious and interesting. The latter 
attempted to account for the power of music over the emo- 
tions by a mystic symbolical system. But it was not the 
characteristic of the Hindoos to enter into such geognostic 
mysteries. They, too, were susceptible to the influence of 
the music, and to a very great degree ; but they were too in- 
dolent to seek for the natural cause of the phenomenon — they 
had a simpler way of doing things. Why spend your existence 
in the futile efiort to untie a knot, when you can cut it, and 
sever its most intncate ramiflcations at a single blow 1 
2. Music is the invention of the great God Mahada-krish- 
na, who caused five Bdffas to spring from his five heads. 
The sixth owed its existence to Parbuti. Afterwards Brahma 
himself created thirty Rdglnis, Each Rdga was then per- 
sonified in a god who protected and governed it, each Rdgin,i 
in a nymph. The Rdgas were the primary modes, the RdgU 
nia the secondaiy ones. Later, Sarasvati, the spouse of 
Brahma, presented mankind with the most beautiful of ins- 
truments — the V%nd> The demi-god Ndrada was elected to 
teach its use. Then Mahada>krisbua endowed the Rdgcia with 
the power of magic. The Bdgas, in turn, endowed the Rd- 
ginis. Men, animals and inanimate nature were henceforth 
compelled to obey them. One Rdga was possessed of the 
power of raising clouds and producing i*aiu. A songstress 
versed in that mode at one time saved Bengal from an 
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imniiDeut famine by iutouing. Another Mga could cause the 
sun to vanish. One charmed serpents, another lions and 
tigers. All heaven is filled with music. The great God 
Indra is surrounded by Gandharvas ; they accompany him in 
war and sing his praise in peace. Yea, the terrible Shiva 
himself was charmed by the magic of Ravana’s Find. Music 
is the pier of prayer and sacrifice— -it is god-compelling. 

3. The original system was much elaborated in the course 
of time, so that it grew to contain ho less than sixteen 
thousand modes, each of which was governed by one of the 
sixteen thousand nymphs, who attempted to gain the love of 
Mahada-krishna during his incarnation. The nymphs are 
governed by the thirty Rdginis^ the Rdginis by the six 
Rdgasy the Rdgas by Krishna himself. Now, as certain Rdgi- 
nis had affinities for certain Bdgat, it was conceived that a 
general marriage had taken place— that each Rdga had been 
wedded to five Rdginis, and that eight sons had been bom in 
each &mily ; that each of the forty-eight sous, called Puirat, 
had taken a nymph for a spouse, whereupon the immediate 
family of the Rdgas comprised one hundred and thirty-two 
heads, all chief modes. 

4. Later, the Rdgas were construed as being also gods of 
the seasons. This was done, because there appeared to be a 
great analogy between the frame of mind produced by each 
of the Rdgas, and the one natural to one of the six seasons 
into which the Hindu year was divided. The joyful strains 
of one Rdga were symbolical of the season of blooming ; 
the gay characteristies of another, of the ri|>ening of the 
fruits; while the sad and melancholy melodies of another, 
of the fading and frUiog leaves. In time it came to be 
oonmdered a grave offence to the presiding Rdga of the 
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season, if melodies in any but one of the modes subject to his 
control were intoned. 

How differently the Chinese and the Hindus accounted 
for the emotive power of music ! On the one hand, the 
gloomy mysteries of the numbers and the elements ; on the 
other, the bright, fantastic, gorgeous heaven of sunshine, 
marriages, and pleasures ! And yet, who knows but that 
the Hindu philosophers, who established such a flowery 
system, were thinkers fully as deep as the Chinese sages 
—that their original conception and hidden meaning were 
not as spiritual as those of modern days? It was the 

spirit of the age to call a force a Gk>d that is to say, to 

personify the ideal, the spirituaL The first theoreticians, 
probably, used the word Rdgu as a sober name, signifying 
mode. As the tones increased in variety, and by the aid 
of modulation, changes of rhythm, &c., appeared to be- 
come almost unmanageable, or rather irreducible to any 
system ; they were compelled to limit them to a certain 
number of modes fit for practical use, and this number be- 
came in course of time extended to sixteen thousand by some 
calculation, of which we are ignorant. Then came mytholo- 
gical philosphy. The tones, with their wonderful effect on 
the soul, must have originated in heaven. The next step 
was to specify how and where they originated, by whom 
they were propagated, and then the wildest speculations on 
the subject were the order of the day. The peculiar poeti- 
cal character of the ancient Hindu showed itself in the 
question “What is music?” as part of the question 
“ What is Nature ? ” 


A-S 
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THE INDIAN ART OF MUSIC. 


The Indian art of Music (Oandharva^veda) was destined 

to exercise a wider influence. A regular 
Indian music. . j 

system of notation had been worked 

out before the age of Pdnini (350 B.C. ?) and the seven notes 
were designated by their initial letters. This notation passed 
from the Br&bmans through the Persians to Arabia, and 
was thence introduced into European music by Guido d’ 
Arezzo at the beginning of the 11th century.* Some, indeed, 
suppose that our modern word gamut comes not from the 
Greek letter, gamma, but from the Indian gdma (in Prdkrit ; in 
Sanskrit, grama), literally * a musical scale.’ Hindu music, 
after a period of excessive elaboration, sank under the 
Muhammadan dynasties into a state of arrested development. 
Of the 36 chief musicians in the time of Akbar, only five 
were Hindus. Not content with tones and semi-tones, the 
Indian musicians employ a more minute sub-division, to- 
gether with a number of sonal modifications, which the 
Western ear neither recognises nor enjoys. Thus they divide 
the octave into 22 sub-tones, instead of the 12 semi-tones of the 
European scale. This is one of several fundamental difler- 
ences, but it alone suffices to render Indian music barbaric 
to us ; giving it the eflect of a ballad in a minor key sung 
intentionally out of tunc. 


• Von Bholou, Dot alte IndieUf ii, 105 (1S30) ; Bonfy’s Indim (Erscb & 
Gruber's Encyclop(edu, xvU, 1840 ) ; quoted by Weber, Jffist, Ifid. lii., 
p. 272, foot-note 315, (1878). 
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Melodies which the Indian composer pronounces to be 
the perfection of harmony, and which 

Its neculiarities. 

have for ages touched the hearts and 
fired the imagination of Indian audiences, are condemned 
as discord by the European critic. The Hindu ear has been 
trained to recognise modifications of sound which the 
European ear refiises to take pleasure in ; our ears, on the 
other hand, have been taught to expect harmonic combina- 
tions for which Indian music substitutes different combina- 


tions of its own. The Indian musician declines altogether 
to be judged by the few simple Hindu airs which the English 
ear can appreciate. It is, indeed, impossible to adequately 
represent the Indian system by the European notation, 
and the full range of its effects can only be produced on 
Indian instruments^a vast collection of sound-producers, 
slowly elaborated during 2,000 years to suit the special 
requirements of Hindu music. The complicated structure 
of its musical modes {r&gs) rests upon three separate 
^sterns, one of which consists of five, the other of 
six, and the other of seven notes. It preserves in 
a living state some of the earlier forms which puzzle 
the student of Greek music, side by side with the 
Revival of Hindu “0*^ complicated developments. Pat- 
**”**®* riotic Hindus have of late endeavoured 


to create a musical revival upon the old Sanskrit basis. 
Within the past ten years, Bajah Sourindra Mohun Tagore 
of Calcutta has published a series of interesting works on 
Indian Music in the Euglish tongue, adopting as far as 
possible the European notation. Ho has organised an or- 
chestra to illustrate the art ; and presented complete col- 
lections of Hindu instruments to the Conservatoire at Paris, 
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and to other institutions in Europe. One of the earliest 
subjects which the new movement took as its theme, was 
the celebration of the Queen of England and her ancestors, in 
a Sanskrit volume entitled the Victoria-Gitika (Calcutta, 1875). 
No Englishman has yet brought an adequate acquaintance 
with tJie technique of Indian instrumentation to the study 
uf Hindu music. The art still awaits investigation by some 
eminent Western professor ; and the contempt with which 
Europeans in India regard it merely proves their ignorance 
of the system on which Hindu music is built up. 


End op Part II. 
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